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For  Reference 


Not  to  be  taken  from  this  room 


Every  person  who  maliciously 
cuts,  defaces,  breaks  or  injures 
any  book,  map,  chart,  picture, 
engraving,  statue,  coin,  model, 
apparatus,  or  other  work  of  lit- 
erature, art,  mechanics  or  ob- 
ject of  curiosity,  deposited  in 
any  public  library,  gallery, 
museum  or  collection  is  guilty 
of  a  misdemeanor. 

Penal  Code  of  California, 


1915,  Section  623. 
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Harry  Furniss's  Joke  Academy 


BY  WILLIAM  ALLAN;  ADRIAN  OSWALD 


William  Locket  t,  Potter 


Prides  of  London  I 


179/180  SLOANE  STREET,  S.W.I 


Telephone:  01-235  3080 


A  Regency  breakfront  Chiffonier  veneered  with  rosewood  having 
rosewood  pilasters  and  consoles  flanking  the  three  cupboard 
doors:  the  shelf  above,  supported  by  turned  brass  columns, 
retaining  the  original  brass  gallery  and  mirror  backing 


The  panels  to  the  doors  being  covered  with  pleated  silk  behind 
brass  wire  grilles  and  the  centre  brass  ornament 
4 '  -  6"  wide 


T.CROWTHER&SON 

(T.  CROWTHER  &  SON  LTD) 

282  North  End  Road,  Fulham,  London,  S.W.6 

Telephone:  01-385  1375-7  Cables:  Antiquity.,  London. 

Please  note:  We  close  at  12.30  p.m.  on  Saturdays  BUri-INg/\me 

LIBRARY 


A  rare  and  fine  Mahogany  Pembroke  Table  of  large  size,  oval  top 
cross  banded,  bow  fronted  drawers  with  original  handles.  Circa  1790. 

Depth,  3 '  To" 
Width,  4'  7" 


Prides  of  London 

179/180  SLOANE  STREET,  S.W.I 

Telephone:  01-235  3080 


A  Regency  breakfront  Chiffonier  veneered  with  rosewood  having 
rosewood  pilasters  and  consoles  flanking  the  three  cupboard 
doors:  the  shelf  above,  supported  by  turned  brass  columns, 
retaining  the  original  brass  gallery  and  mirror  backing 

The  panels  to  the  doors  being  covered  with  pleated  silk  behind 
brass  wire  grilles  and  the  centre  brass  ornament 
4 '  -  6"  wide 


2<J0504 


T.CROWTHER&SON 

(T.  CROWTHER  &  SON  LTD) 

282  North  End  Road.,  Fulham,  London,  S.W.6 

Telephone:  01-385  1375-7  Cables:  Antiquity,  London. 

Please  note:  We  close  at  12.30  p.m.  on  Saturdays  Bu^hg^e 
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A  rare  and  fine  Mahogany  Pembroke  Table  of  large  size,  oval  top 
cross  banded,  bow  fronted  drawers  with  original  handles.  Circa  1790. 

Depth,  3'  10" 
Width,  4'  7" 
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The  Menace  of  the  Co-edition 

The  lacquer  work  of  Eileen  Gray  and  Jean  Dunand 

Preview  to  the  Lombard  exhibition  of  17th  century  art  in  Italy 

Gerald  Bcnney  -  silversmith  a. 

Harry  Fumiss's  Joke  Academy 

William  Lockett,  Stoneware  potter  of  Nottingham 

Two  newly  discovered  drawings  by  Piazzetta  a.  c.  sewter  and 

Exhibition  of  English  delftware  in  Amsterdam 

A  flower  from  every  meadow 

The  American  way  with  art 

Books  Reviewed 

Books  Received 

The  books  of  Pierre  Lecuire 

Art  Dispatch  from  Europe 

International  Saleroom 

In  the  Galleries 

©  1973.  The  National  Magazine  Company  Limited 
Cover 

Harry  Furniss's  Joke  Academy:  Marcus  Stone.  Il  y  en  a 
toujours  un  autre.  Tate  Gallery. 

Colour  plates 

Eileen  Gray  and  Jean  Dunand :  Le  Destin,  lacquer  screen  by  Eileen  Gray, 
c.  1 91 3.  Mr.  and  Mrs.  Robert  Walker  Collection;  Black  lacquered  vase 
with  'snowstorm'  eggshell  decoration,  1929.  Parke-Bernet. 

Gerald  Benney:  Oval  box,  1973.  Alistair  Mc Alpine  Collection. 

A  flower  from  every  meadow:  The  Talking  Tree,  Mughal,  early 
scv<  nteenth  century,  Ralph  Benkaim  Collection. 
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CLAUDE  SERE  * 

Art  Adviser 
Expert  to  the  French  Tribunals 


XVIIth  and  XVIIIth  CENTURY 
FRENCH  FURNITURE  and  OBJETS  D'ART 
worthy  of  a  museum 


PURCHASE  •  SALE  '  VALUATION  ■  FAMILY  DIVISION  •  INSURANCE 
BEQUESTS  TO  THE  STATE  TO  PAY  OFF  ESTATE  DUTIES 
SPECIALIST  FO^  INTERNATIONAL  AUCTION  SALES 


69,  Bd  Lannes  -  Paris  XVP  -  504.54.29 
154  East  55th  Street  -  New  York  -  PI  5.2581/2549 


CONNOISSEUR 


( iainsboiuugh's 
1  hike  ;iiul  1  hichess 
of  Cumbeiiani 
John  Gibson 
in  lionic 


Our  contributors  in  this  May 
issue  include: 

michael  archer:  Assistant  Keeper,  Depart- 
ment of  Ceramics,  Victoria  and  Albert 
Museum,  London. 

mildred  k.  frost:  Department  of  Indian  and 
Islamic  Art,  Fogg  Art  Museum,  Harvard 
University. 

phii.ippe  garner:  Expert  in  Art  Nouveau  and 
Art  I  )eco,  Sotheby's  Belgravia,  London. 

a.  kenneth  snowman:  Managing  Director, 
Wartski  Ltd.,  London. 

d.  maxwell  white:  Department  of  Italian 
Language  and  Literature,  The  University  of 
Leeds. 


Next 

month  in 

The  Connoisseur 


The  June  issue  will  contain : 

Gemini  in  Kensington  by  Terence  Davis.  Cornwall  Gardens 
in  Kensington  would  seem  to  consist  of  conventional 
terraced  houses,  but  for  the  'twin  architectural  freaks'  at 
the  west  end. 

Gainsborough's  Duke  and  Duchess  of  Cumberland  with 
Lady  Luttrell  by  David  Mannings.  This  portrait  was  one  of 
Gainsborough's  last  works.  On  his  death  bed  he  told 
William  Jackson  that  he  was  sorry  to  leave  life  just  as  he 
was  beginning  to  do  something  with  his  art. 

The  Roll  and  Reinhold  Celestial  Globe  of  the  Emperor 
Rudolph  II  by  John  F.  Hayward.  Georg  Roll  and 
Joahannes  Reinhold  sold  two  celestial  globes  to  the 
Emperor  Rudolph  II  and  his  brother,  the  Archduke 
Ernest,  in  1584,  with  unfortunate  results  for  Roll. 

Bottle  and  Box  Labels,  1770-1840  by  John  Gloag.  During 
the  Georgian  age  consumable  goods  were  labelled  to 
provide  visual  association  and  an  air  of  respectable 
familiarity,  as  in  modern  times,  and  were  designed  with 
considerable  grace. 

London-made  Chandeliers,  1730-1830  by  Robert  Sherlock. 
The  change  in  construction  of  chandeliers  was  affected  by 
technical  and  economical  change  after  1740  and  brought 
about  an  increasing  tendency  to  re-use  patterns  and 
therefore  to  establish  identity  of  makers  through  their 
work. 

Liao  Dynasty  Ceramics  at  China  House  Gallery,  New  York 
by  Mino  Yukata.  'Ceramics  in  the  Liao  Dynasty  -  North 
and  South  of  The  Great  Wall'  brought  together  sixty  pieces 
from  the  collections  in  the  United  States  and  Canada  in  an 
unique  exhibition. 

An  Indian  Painting  for  All  Seasons  by  Pratapaditya  Pal. 
Prior  to  the  introduction  of  paper  around  the  fourteenth 
century,  the  traditional  support  for  painting  was  cloth.  An 
example  of  this  is  a  painting  of  six  separate  compositions 
depicting  the  six  seasons  of  the  Indian  year. 

John  Gibson  in  Rome:  An  Unpublished  Letter  by  Thomas 
B.  Brumbaugh.  A  previously  unpublished  letter  from  John 
Gibson  whilst  in  Rome,  August  1818  and  addressed  to  his 
contemporary,  James  Bailey,  a  classical  scholar. 

A  Discovery  of  Thomas  Chippendale  Chairs  in  America  by 
Phillip  Johnston.  The  set  of  eighteen  mahogany  side  chairs 
found  at  the  H.  F.  duPont  House,  Winterthur,  Delaware, 
originally  came  from  Viscount  Melbourne's  country  house 
in  Hertfordshire,  England,  and  all  evidence  suggests  that 
they  came  from  the  workshop  of  Thomas  Chippendale. 

The  Connoisseur  Catalogue  to  The  Grosvenor  House 
Antiques  Fair,  June  13-23. 
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J.KUGEL 


279,  RUE  SAINT  HONORE,  PARIS  VIII 
TEL:  073.61.04  &  073.86.23 


ANTIQUE  CONTINENTAL 
SILVER  AND 
GOLD  BOXES 


Chinese  jade  vessel  of  the  Ming  period 
ery  fine  German  Renaissance.  Silver  gilt  mount,  late  i6th  century. 


FINE  FURNITURE  &  SILVER 


JOHN  BELL  OF  ABERDEEN 


I 


A  singularly  attractive  Rosewood  Cabinet,  A  very  pretty  Regency  Rosewood  A  charming  inlaid  Sheraton  mahogany 

the  upper  section  with  two  simple  astragal  Buffet  with  two  Grille  doors  and  green        Patience  Table  with  beautifully  inlaid  oval 

doors  and  the  lower  part  with  two  mirror  linen  curtains.  Length  33",  depth  17",  panels  and  two  hinged  leaves.  When  closed 
shaped  doors.  Length  39",  height  6'  11",                         height  4'  4  .  it  measures  19J"  square  and  is  29J"  high, 

depth  15i". 


Top  A  very  fine  substantially  built  Bottom  A  pair  o',  Regency  Rosewood  A  Sheraton  mahogany  Barometer  with 

Antique  Three  Pedestal  Dining  Table  Tea  Tables  with  turn-over  tops  and  unusual  graceful  lines.  Height  38", 

with  two  loose  leaves.  Fully  extended  polished  interiors.  Each  isble  is  40"  x  width  10". 

the  Table  measures  11  feet  by  20"  and  29i"  hK 

52  inches  and  is  29  inches  high. 


STAFFORDSHIRE  SALTGLAZE  STONEWARE  CIRCA  1760. 

A  very  small  and  rare  teapot  and  cover.  Note  size  -  3£"  high. 

A  finely  potted  two-handled  sauceboat,  decorated  with  lions,  birds,  fruit  and 
flowers  in  relief,  and  enhanced  with  touches  of  blue.        6\ "  long. 


D.  M.  tf  P 


MANHEIM 


 .       <$TU7  _ 

Member  of  The  British  Antique  Dealers'  Association  Ltd. 

Proprietor:  Peter  Manheim 

Open  by  Appointment 


69  UPPER  BERKELEY  STREET 
PORTMAN  SQUARE 
LONDON,  W1H  7DH. 

Telephone:  01  -723  6595 


Inland  Telegrams: 
Vivantique  London  W.1. 


Cable  Address: 
Vivantique  London  W.1. 


V\fokefield-Scearce  Galleries 


DIRECT  IMPORTERS 


Historic  Science  Hill,  Washington  Street  Shelbyville,  Kentucky  40065 
on  BOTH  main  roads  (U.S.  60  &  1-6U)  between  Louisville  and  Lexington 
Open  every  day  9  a.m.  —  5  p.m.  Closed  Sundays.        (502)  ME  3-U382 


A  fine  pair  of  Georgian 
silver  entree  dishes  by 
William  Bateman,  London  1817. 


Why  Not  Spend  A 
Pleasant  Day  or  Two 
in  the  Country? 

Located  in  Historic  Science 
Hill,  one  of  the  oldest  buildings 
in  Kentucky,  Wakefield  Scearce 
Galleries  invites  you  to  visit  and 
see  one  of  the  largest  collections 
of  fine  English  antique  furniture, 
rare  and  unusual  silver  and  por- 
celain, as  w.ell  as  decorative  ac- 
cessories. 

Come  and  enjoy  the  day,  then 
lunch  or  have  dinner  at  the  Inn 
located  under  the  same  roof. 
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INTERNATIONAL  ART  TREASURES  EXHIBITION 

the  Assembly  Rooms 

BATH 

nth  August  to  8th  September,  1973 

INCLUDING  SUNDAYS 


£  — 
l  ***** 


Beneath  the  five  magnificent  chandeliers  in  the  Ballroom  of  the  Assembly  Rooms 
arc  to  be  displayed  rare  and  beautiful  Works  of  Art  from  members  of  The  British 
Antique  Dealers'  Association  and  from  members  of  the  other  Associations  included 
in  the  Confederation  International  des  Negotiants  en  Oeuvres  d'Art.  In  this  splendid 
1 8th  century  setting  will  be  presented  a  complete  cross-section  of  the  various 
categories  which  comprise  the  world  of  art  with  their  immense  diversity  of  styles 
and  periods,  which  arc  handled  by  dealers  across  the  world. 
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FINE  ANTIQUE  FURNITURE  AND  WORKS  OF  ART 


I 


ONE  OF  AN  IMPORTANT  PAIR  OF  18th  CENTURY  ENGLISH  CARVED  GILTWOOD 
ARM  CHAIR  S  IN  THE  MANNER  OF  THOMAS  CHIPPENDALE.  CIRCA  1760. 

Height  of  Backs  46  inches.  Provenance -probably  Chatsworth,  Derbyshire.  • 
Literature  'In  English  Homes',  by  Charles  Latham,  Page  217. 
'The  Gentleman  and  Cabinet  Maker's  Director',  by  Thomas  Chippendale,  Third  Edition,  Plate  XXII. 


American  enquiries  may  be  made  to 
E.  H.  Hcrzog 

1  Rockefeller  Plaza,  New  York 
Tel:  (Area  Code  212)  489-6600 


REDBURN  (ANTIQUES) 
49  BROOK  STREET,  LONDON, 
W.I. -TEL  — 629  5460 

Adjacent  to  the  ballroom  entrance  of  Clandge's  Hotel 

CABLES  REDTIQUE,  LONDON,  W.I. 


Also  open  Saturdays 
10  a-m.-4.30  p.m. 


ART  EAST  AND  WEST,  inc 


Two-drawer  oak  chest,  circa  1795.  32  inches  wide, 
31  inches -deep,  30  inches  high.  $600.00. 

French  poSfiit,  first  quarter  of  the  19th  Century. 
30  inches  'fjg^'/z  inches  high.  $1,250.00. 

A.I.D.  MEMBERS 
Louise  A.  Mendel 
Julian  DePree 

1000  HAMILTON  AVE.,  LOUISVILLE,  KY.  40204  TEL(502)  587-6611 


Oriental  and  Occidental 
Fine  Art  and  Antiquities 

In  addition  to  our  usual  stock  of  fine  old 
European  and  American  paintings  and  drawing, 
and  antiques  of  the  Orient,  we  are  presently 
offering,  subject  to  prior  sale: 

A  Chinese  porcelain  ovoid  vessel,  approx  9"  high, 
of  the  transitional  period,  circa  1625: 
figures  in  a  landscape  in  underglaze  blue  and  an  hua 
incisions:  exemplary.  $635.  ppd.  U.S.A. 
Foreign  shipping  extra. 

130  Plant  Ave.,  Wayne, 
Pennsylvania  19087,  U.S.A. 
(20  min.  from  Philadelphia  on  the  Main  Line 
Telephone  215-MU87721  anytime 

Enquiries  from  the  trade  and  institutions  invitee 

Member,  Appraisers'  Association  of  America,  Inc. 
Associate,  I.I.C. 


is 


Contemporary  paperweight  by  Paul  Ysart.  Signed  PY 
Let  us  show  you  the  fascinating  world  of  paperweights.  Today's 
finest  limited  editions  as  well  as  classic  examples  of  antique  weights 
are  found  in  the  pages  of  our  illustrated  catalogue.  $1 .00  (ATTN:  CO.) 

cJ2.  ^dt.  (Selman  {Tintic/ues 

c)pecictlieing  in  fine  paperweights 

23  Qi^Lite  (Street  San  ^Francisco, 
(Salif.  941C9 

Morie:  (415)  441.8847 


There1 


is 


a  new  name  m 
New  Bond  Street 
130  years  old* 


Maples  Antiques  and  Fine  Art  have  arrived  in 
New  Bond  Street.  Here,  in  a  delightful  setting, 
you  can  see  superb  quality  English  and  Continental 
antique  furniture,  paintings  and  objets  d'art  in 
London's  finest  centre  for  the  connoisseur. 


Maples  Antiques  and  Fine  Art 

43-44  New  Bond  Street,  London  Wl.  Tel :  629  3124 


E.  J.  NIEMANN  (Senior)  (1813-1876)  Landscape 
with.  Distant  Prospect.  Oil  on  Canvas,  29"  x  49" 

Member  of  the  British  Antique  Dealers  Association,  Member  of  the  Syndicat  National  des  Antiquaires, 
Mf  Nigociants  en  Objets  d'Art,  Tableaux  Anciens  et  Modernes. 


RICHARD  GREEN 


Benjamin  Williams  Leader  (1831  -1923) 
English  Cottage  Homes 

Signed  and  dated  1895 
Canvas:  44  x  72  inches 
Exhibited:  Royal  Academy  1895,  No.  392 


Member  of  the 
British  Antique  Dealers  Association  Ltd 


Member  of  the 
Society  of  London  Art  Dealers 


RICHARD  GREEN 

Fine  Paintings 

The  Directors 
wish  to  announce 
the  opening  of  their 

NEW  GALLERIES 


at 

44  Dover  Street 
London  W1  4JQ 
01-493  7997 


EXHIBITION 
PAUL  MAZE 

and 

THE  GUARDS 


Trooping  The  Colour  —  March  Past 


10th  May  —  2nd  June 

WILDENSTEIN 

147  NEW  BOND  STREET,  LONDON  Wl 
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"  Les  Enfant  s  Jarciiniers  :  Le  Printemps  ".  Tapestry  from  the  Manufacture  Roy  ale  des  Gobelins, 
woven  circa  1720, from  designs  by  Charles  Le  Brim.  H.  3,20  m  x  W.  3,75  m. 
Bibliography  :  Les  Belles  Heures  de  la  Tapisserie,  page  125.* 


XVth  -  XVIIIth  CENTURY  TAPESTRIES 


184,  FAUBOURG  SAINT-HONORE  -  75008  PARIS  -  TEL.:  359  84-63 


*  The  work  "  Les  Belles  Heures  de  la  Tapisserie  "  by  Dario  3occara  ;s  distributed  by  Sodibel, 
65,  Faubourg  Saint- Honore,  75008  Paris,  for  the  price  oi'£20. 


SPRING 

EXHIBITION 

OF  FINE 

DUTCH,  FLEMISH  AND  ITALIAN 
OLD  MASTER  PAINTINGS 

FLOWER  PAINTINGS,  STILL  LIFES,  LANDSCAPES,  ETC. 

ly  loa.m.  -  6p.m.  Saturdays  10a.m. 

i  ith  April  -  3  ist  May,  1973 


includes  works  by 


JAN  VAN  GOYEN 
WILLEM  VAN  AELST 
ADRIAEN  VAN  OSTADE 
JAN  D.  DE  HEEM 
ISAAC  VAN  OSTADE 
DAVID  TENIERS 


AELBERT  CUYP 
P.  P.  RUBENS 
KAREL  DUJARDIN 
F.  MOUCHERON 
JAN  BRUEGHEL  I 
PIETER  BRUEGHEL  II 


JAN  VAN  ES 
JAN  VAN  KESSEL 
H.  VAN  RAVESTEYN 
C.  DE  HEEM 
SANO  DI  PLETRO 
FANTIN-LATOUR 


Fully  illustrated  catalogue:  £1  (U.S.  $5.00  airmail) 


LEONARD  KOETSER  GALLERY 

13  Duke  Street,  St.  James's,  London,  S.W.i 

Telephone:  01-930  9348/9 


The  Com.-  May,  1973 


An  outstanding  middle  18th  Century  English  brass 
chandelier  with  a  total  of  twenty  branches  in  two  tiers 
and  with  Gadroon  sunbursts  at  top  and  base. 
Maximum  measurements,  42"  diameter,  42"  high. 
Original  throughout.  English,  c.  1750 
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'ire  from  the  Manhexm  Jade  Room:  Pale  Celadon  Green  Jade  Chain  Vase 

i  arving  of  hirds  and  lotus  blossoms  in  various  stages  of  Lloom  surrountl  this 
-  fi.ipecl  vessel  with  loose  ring  handles.   I  lie  cover  is  surmounted  hy  two  Phoenix  birds 
entwined  vine.  It  is  attached  to  the  vase  by  a  beautifully  carved  loose  chain. 
Chicn  Luno  Dynasty,  China.  Circa  1750.  Height  11*+"';  Width  6W 


Manlieim  Galleries 


Established  igig 

409  Roy.  X'  ORLEANS,  504-524-0846  /2520  Fairmount  Ave.,  DALLAS,  214-742-2364 

77.*  and  mprehensive  collection  of  antique  English,  Continental  an  J  Oriental  Furnishings, 

P.  ns,  /■  'aintings,  Silver  and  Jade  in  Dallas  and  New  Orleans.  Also  Agents  for  Boehm  Hirds. 


MALCOLM  FRANKLIN 

I  INCORPORATED 


A  burl  Yewtrce  eight  day  Longcase 
Clock  of  rare  small  size  by  John  Drew 
London,  having  "barley  sugar"  twist 
columns  to  the  hood,  with  early  count- 
wheel  striking  mechanism,  square  dial 
with  steel  chapter  ring,  brass  cherub  head 
spandrels,  and  calendar  aperture.  Dating 
circa  1690. 

John  Drew  was  apprenticed  in  i6j8,  made  a  member  of  The  Clockmakers  Company 
iu  1684  and  died  in  1713.  He  was  noted  for  longcase  clocks. 
Height:  ONLY  6'  1". 


An  ebonized,  eight  day  striking 
Bracket  Clock  by  William 
Edwards,  having  arched  dial, 
steel  chapter  ring,  with  gilt 
foliage  spandrels,  and  calendar 
aperture.  Dating  circa  1765. 
William  Edwards  of  London 
worked  at  Holborn  and 
Cheapsidc  from  1744-1793. 
He  wore  the  livery  of  The 
Blacksmiths  Company. 
There  is  a  clock  in  the  Pciping 
Museum  by  William  Edwards. 

10"  x  7"  x  20"  High. 


See  our  exhibit  at  The  Lake  Forest  Antiques  Show, 
Lake  Forest  Academy,  June  7,  8  and  g. 


126  EAST  DELAWARE  PLACE,  CHICAGO,  ILL.  60611.  (312)  337-0202 
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ALAI  N 


Phaidon 


LESIEUTRE 


« 


AORLD'S  GREATEST  SPECIAUST  OF 

ART  DECO 


» 


,=i'.  r._\-v 


Decorative  Arts 
BRONZES  -  GLASS  -  PAINTINGS 

2,  RUE  DE  TOURNON  -  633  41.03  -  222.79.13 
PARIS  6e 


Sickert  ^ 

WENDY  BARON  £1f  +1 1 

The  most  maptuUM  study  of 
Sicken  (1860-1942)  for  main 
years.  A  wealth  of  new 

information  on  the  artist's  work  .  ^ — 

..-:-:c^-.:r.  ss;a-  ir.i 
catalogue  of  1-250  of  his 

Zi.~:  -Zi  LT.l  Z~z.~~.Zi    *>?  _v 

302  Ubu,  12%  x  9in.  May  17th, 

Pisanello 

GIOVANNI  PACCAGNINI 

Fiaminrs  all  the  » orks  of  this  1 5th  cranio  Italian  armt. 
concentrating  on  the  newry  discovered  frescoes  n  the  Ducal 
Pi  i.c  ::'  Mir.:_L  ~~      i-;  Z'zzz  ~z  -  "z  •  ---<~z 
quality,  c.  140  pp.  200  dims.  20  m  eoiom,  ll\  x  10  m.  May 

17tk.  £15J00. 

Egon  Schiele 


F LEOPOLD 

iptuous  book  by  one  of  the 
iving  experts  on  Schirir,  is 
to  be  devoted  solely  to  this 
Ixpressionist's  an  as  a 
t8  pp.  228  piata.  84  in 
12  text  illus.  dip  case, 
r.  £60.00. 


A  Treasury  of  Romanesque  Art 

SLZANNE  COLLON-GEVAERT. 

JEAN  LEJELNE  &  JACQUES  STIENNOS 

A  lavish  and  scholar!  >  survey  of  the  senuhaDy 
arts  of  Eastern  Flanders  in  the  Middle  Ages  - 
metahvork.  fllummauon  and  sculpture.  320  pp.  83 
12  x  10i  in.  June  7th.  £17 JO. 


Gericault's 

'Raft  of  the  Medusa 

LORENZ  EITNER 

The  first  fflastrased  study  of  this 
fani«»i*  19-cenrury  epic  painting 
of  a  scandalous  shipwreck. 
"Tells  in  fascinadng  detail  the 
full  story  of  the  picture's  subject, 
creation  and  reception"  Observer. 
176  pp.  158  ilbis.  12i  x  9  in.  £9. 


Paintings  from  the  -<iainf*»l  H.  Kress  Collection 

Italian  Schools  16-iSth  Century 

FERN  RL'SK  S  HAP  LEY 

Rar.ges  ire—  T-r.:rre::c  arc  \e::~e>£  :c  Be^ono  and 
Canaleno.  Each  arust  is  given  a  brief  biography.  470  pp. 

341  illus.  9  in  colour.  12  x  9  in.  £8.00. 


»  Th  Pi— iii  ■  i»  May.  >973 


FROM  OUR  COLLECTION  OF  RARE  ANTIQUE  JADE 


Unique  pair  of  oblong  grey  jade  bowls  of  good  color,  fine  translucency  and  lustre. 
Unusual  semi-scallopped  shape.  Each  bowl  measures  8  inches  long,  4  inches  wide  and 
1  3/4  inches  high,  not  including  stands.  Chien  Lung  period,  1736-1795. 

q.  MAliNA,iNC. 

ORIENTAL  ART 

680  Madison  Avenue  (Carlton  House)  New  York,  NY  10021 
Telephone:  (212)  593-0323 
Member:  Appraisers  Association  of  America,  inc. 


BERRY- HILL  GALLERIES 

743  FIFTH  AVENUE,  NEW  YORK,  N.Y.,  10022  •  (212)  753-8130       Cables  BERRYHILL  N.Y. 


Chinnery  School 
Hong  Merchants'  Meeting  Room 
Oils  on  Canvas,  17%"  x  2i\/4" 


Chinnery  School 
Interior  with  Ladies  Playing  Go 
Oils  on  Canvas,  17%"  x  2$y4" 


Few  copies  remaining:  "Chinnery  and  China  Coast  Paintings" 
Limited  Edition  of  600  copies  at  $30.  Brochure  available. 


JAMES  E.  BUTTERSWORTH 
19th  Century  Marine  Painter 


I  would  greatly  appreciate  information 
concerning  this  artist  and  his  paint- 
ings as  part  of  my  research  for  a 
book  which  will  also  include  an  index 
or  cataloging  of  all  his  known  works. 
Sources  of  information  or  identity 
will  be  kept  confidential  if  requested. 


R.  J.  Schaefer 
485  Madison  Avenue 
New  York,  N.Y.  10022 
Phone:  212-755-4800 


Telephone: 
(93)30.77.40 


BLACK-NADEAU 
GALLERY 

Avenue  des  Beaux-Arts 
MONTE-CARLO 
MONACO 

Fine  European  Sculpture, 
Bronzes  and  Works  of  Art 
from  the  Renaissance 
through  the  early  20th  c. 
for  the  collector 
and  museum. 
Also  19th  and 
early  20th  c. 
Paintings. 


Cables: 
BLANART,  Monaco 
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A  highly  important  pair  of  George  I  carved 
gesso  open  armchairs.  English,  circa  1 720. 
cf.  'The  Dictionary  of  English  Furniture'  pi.  86. 
A  set  of  chairs  at  Houghton  Hall; 
The  Age  of  Mahogany'  pi.  31 :  A  set  of  chairs, 
the  property  of  the  Marquess  of  Cholmondeley. 
Width  of  seat:  1ft  9iins. 


Thomas  J).  &  Constance  T^JVilliams 

LITCHFIELD,  CONNECTICUT  06759  •  (203)  567-8794 


Connecticut  cherrywood  secretary.  Circa  1780. 
Inlay  also  on  Desk  lid.  Height  93",  width  41",  depth  20' 


5,OOObc~1830ad 


Some  of 
the  worlds 

most 
beautiful 
things 


American 
pewter  chalices 
Timothy  Brigden,  Albany,  New  York 


GROSVENOR  HOUSE 

Antiques  Fair 


Grosvenor  House,  Park  Lane,  London,  Wl  A  3AA 
Telephone:  01-499  6363.  13th  June  5p.m.— 7.30p.m. 
14th  June — 23rd  June  11a.m. — 7.30p.m.  except  Sunday 


26    ThcCoi.       cur.  May.  1973 


'Newport" 


x  5j  inches 


RECENT  WATERCOLOURS 


by 

EDWARD  BURRA 


24th  May  to  30th  June,  1973 


LEFEVRE 

SPECIALISTS  IN  FINE  XIX  &  XX  CENTURY 
PAINTINGS,  DRAWINGS  AND  BRONZES 
ALEX  REID  &  LEFEVRE  LTD 
30  BRUTON  STREET,  LONDON  WiX  8JD,  ENGLAND 
Telenlion,- 01-493  IC72/3    Cables  Drawings  London  W 1 . 
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METRO 

80  EAST  11th  STREET 
NEW  YORK,  NY  10003 
(212)  673-3510 


From  a  collection 
of  English  Historical 
and  Political 
hand-colored 
"Caracature"  prints, 
1790-1810. 
$50  each. 
List  available 


I  A  \/ir^O    D     ED  A  L^L^CTL^>    1  Liberty  Square,  Littleton,  Massachusetts  01460 

J  l\{  V  HZL<^^    1\.     il3/vIvJ^JL-rfr  \    (In  the  Boston  area)         By  Appointment         (617)  486-3603 
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DAVID  PEEL  &  CO.  LTD, 

2   CARLOS    PLACE,  MOUNT    ST.,    LONDON    \X  .1 

Telephone:  01-493  3 161 
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JULIUS  BOHLER 

OLD  MASTER  PAINTINGS 
SCULPTURE  WORKS  OF  ART 

MUNICH 

Briennerstr.  25 

TELEPHONE:  MUNICH  (081 1)  555229 
TEL.  ADDRESS:  PAINTINGS 


Important  Ivory 
Figure 

Japan 

19th  Century 


Height  Without 
Stand  24  Inches 


$7 '500.00 


ALEXANDER  W ALLEN,  INC. 

Dealers  in  Oriental  and  Continental  Arts 

SUITE  737  •  BENJAMIN  FOX  PAVILION 
JENKINTOWN.  PENNSYLVANIA  19046 

PHONE:  (215)  TURNER  6-5653 

SINGLE    ITEMS  AND   COLLECTIONS  PURCHASED 


DANIEL  QUARE,  No.  72  brass  lantern  clock 
in  original,  untouched  condition. 


CHARLES  &  ANN  BAUMANN 
449  Westminster  Avenue, 
Elizabeth,  N.  J.  07208. 

212-SA  2-6586  (weekdays) 
201-EL  4-0535  ( weekends  evenings) 
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A  most  unusual  jug  with  frosted  surface,  gilt  inside,  a  finely  modelled  horned  dragon  forming  the 
thumbpiece  and  handle,  the  tail  entwined  around  the  base.  8f  high.  Robert  Hennell  (3rd),  1840. 


Two  of  a  set  of  six  heavy  salts  with  gadroon  borders  and  A  tea  caddy  with  16  bright  cut  engraved  flutes 
leaf  and  scroll  handles.  Robert  &  Samuel  Hennell,  1804.  Robert  Hennell  (1st)  1780 
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Canvas  size  Outside  frame 

25"  x  36"  31 "  x  42" 

"Fete  Champetre" 
Henry  Andrews 
1801-1868 


FREDERICK  THOM  GALLERIES 

194  Bloor  Street  West 
(just  west  of  Park  Plaza  Hotel) 
Toronto  181,  Canada 

Telephone:  921-3522 
Area  Code:  416 


When  in  Toronto, 
visit  our  extensive  galleries. 
Specializing  in  nineteenth- 
century  paintings  by 
recorded  artists. 

Including  works  by: 

E.  Amilotte,  H.  Andrews,  D.  A.  C.  Artz,  Ladislaus  Bakalowicz, 

S.  W.  Bakalowicz,  C.  T.  Bale,  F.  Beda,  Berne  Bellecour,  B.  J.  Blommers, 
Rosa  Bonheur,  C.  E.  Boutibonne,  Fabius  Brest,  Edgar  Bundy, 
Alexander  Cabanel,  Jan  van  Chelminski,  Ivan  F.  Choultse, 
William  Cresswell,  J.  H.  De  Haas,  Bernard  de  Hoog,  Ed.  Debat-Ponsan, 
Edouard  Detaille,  T.  E.  Duverger,  Dietz  Edzard,  Rudolph  Ernst, 
William  Etty,  R.A.,  Edouard  Frere,  Frederick  Goodall,  A.  M.  Gorter, 
Peter  Graham,  R.A.,  Paul  Grolleron,  J.  J.  Henner,  Joseph  Highmore, 
J.  J.  Hill,  Thomas  Hudson,  R.A.,  Victor  Huguet,  Chas.  Hunt,  David  James, 

F.  H.  Kaemmerer,  Jean  Lazerges,  F.  van  Leemputten,  R.  Lefervre, 

A.  A.  Lesrel,  Henri  LeSur,  E.  van  Marke,  V.  M.  Milton,  Franz  Moormans, 
Albert  Neuhuys,  Erskine  Nicol,  R.A.,  Sir  W.  Q.  Orchardson,  R.A., 
William  Owen,  John  Pettie,  R.A.,  A.  E.  Plassan.  A.  Provis,  J.  B.  Pyne, 
Leon  Richet,  Ferdinand  Roybet,  J.  Scherrewitz,  Felix  Schlesinger, 
Abraham  Solomon,  Sir  H.  H.  Stanton,  Max  Todt,  A.  Toulmouche, 
FransVerhas,  Horatio  Walker,  Felix  Ziem,  and  others. 


BIGGS 

of 

M  AIDENHEAD 

(F.  R.  &  M.  H.  STAMP) 


EST.  1866 
Over  100  years 
of  fine  dealing. 


DON  POLLAND -"Drawn  Sabers' 

Limited  edition  of  50  pieces  in  bronze 
6i"  high,  6"  x  10"  base — Price  $2,000. 


I  1 1 1  v  1 9th  century  writing  table  in  pollard  oak,  two  drawers  in  the 
rown  leather  top.  Height  28^(72.5  cms),  width  38^(97  cms), 
depth  24"  (61  cms). 
Ran  pair  of  early  19th  century  candelabra,  carved  wood  nubian  figures 
holding  gilded  wood  brackets,  supporting  cut  glass  nozzles.  (One 
nozzle  a  replacement). 
Height  17"  (43  cms),  base  5"  x  5"  (12.5  cms  x  12.5  cms.) 

Open  Tuesday  to  Saturday,  Closed  Monday 
Hare  Hatch  Grange,  nr.  Twyford,  Berks. 
Telephone:  Wargrave  (STD  0735  22)  3281 
(Leave  M4  at  Junction  No.  9) 


DON  POLLAND  sculpting  in  fine  miniature,  portrays  "The  West" 
and  nature's  wild  life  in  bronze.  His  work  is  fresh  and  delicate.  Each  sculpt 
is  titled,  signed,  dated  and  certified.  Of  the  collection  of  jo  sculpts,  10 
editions  have  been  completely  sold  out. 

Pol  land  collection  on  exhibit  at:  C.  M.  Russell  Museum,  Great  Falls, 
Montana  -  and  -  Buffalo  Bill  Historical  Center,  Cody,  Wyoming. 

JAMES  L.  MENDLIK 

6805  CRANBROOK  DRIVE  •  BRECKSVILLE,  OHIO  44141 
Telephone:  216/526-5666  By  appointment  only 

Dealer  of  Western  Art  •  Bronzes,  Paintings  •  Illustrated  catalog  $1 
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London  &  Provincial  Art  Dealers 


BROD  GALLERY 

24  ST.  JAMES'S  STREET. 
S.W.1 

01-839  3871/2 

CABLES:  RESTAFF.  LONDON 

Fine  Paintings  and 
Drawings 


BUCKINGHAM 
GALLERY 

9  OLD  BOND  STREET, 
LONDON,  W.1 
01-493  9331 
Permanently  in  stock 
works  by  Garbell,  Engelman, 
Lesieur,  Dodeigne,  Pelayo 


CLARGES  GALLERY 

5  CLARGES  ST..  W.1 
01-629  3715 
Watercolours,  Drawings, 
Oil  Paintings,  British  School 
19th  and  20th  Centuries. 
Monday  to  Friday  10-5.30 


CRANE  ARTS 

321  KING'S  ROAD,  S.W.3 
01-352  5857 
English  and  American 
Primitive  Paintings,  Modern 
Naives 


CRANE  KALMAN 
GALLERY 

178  BROMPTON  ROAD, 
S.W.3 

01-584  7566 
20th  Century  Masters, 
Neglected  Painters, 
Younger  British  Artists 


DRIAN  GALLERIES 

5-7  PORCHESTER  PLACE, 
MARBLE  ARCH.  W.2 
01-723  9473 
Modern  Masters 


FERRERS 

9  PICCADILLY  ARCADE, 
ST.  JAMES'S,  S.W.1 
01  -493  6948 
French  Paintings  and 
Drawingsfrom  1  700  to  1  900, 
Victorian  Paintings  and 
Art  Nouveau 


FINE  ART  SOCIETY 
LIMITED 

148  NEW  BOND  STREET. 
W.1 

01-629  5116 

British  Art  of  the  1 8th  to  20th 
Centuries, 

Paintings,  Watercolours, 
Drawings  and  Sculpture 


FORES  LTD. 

123  NEW  BOND  STREET, 
W.1 

01 -629  531 9 

CABLES:  SEROPICS.  LONDON 

Old  and  Modern  Sporting 
Paintings,  Drawings  and 
Prints 


FROST  &  REED  LTD. 

41  NEW  BOND  STREET, 
W.1 

01-629  2457 

CABLES:  PARNASSUS.  LONDON 

1  8th— 1  9th  Century  English 
and  Dutch  Paintings, 
Contemporary  English  and 
Modern  French  Paintings 


FRY 

58  JERMYN  STREET, 
ST.  JAMES'S,  S.W.1 
01-493  4496 

CABLES:  FRYART.  LONDON 

English  Watercolours  and 
Drawings  of  the  1  8th  and 
1  9th  Centuries 


GIMPEL  FILS  LTD. 

50  SOUTH  MOLTON 
STREET.  W.1 
01-493  2488 

CABLES:  GIMPELFILS.  LONDON 

20th  Century  and 
Contemporary  Paintings 
and  Sculpture 


GROSVENOR  GALLERY 

48-49  SOUTH  MOLTON 
STREET,  W.1 
01-629  0891 
20th  Century  Masters, 
Contemporary  Paintings, 
Sculpture  and  Graphics, 
specialising  in  Italian, 
Russian,  Czech  and  Chinese 
art.  (By  appointment  only) 


THE  HALLSBOROUGH 
GALLERY 

143  NEW  BOND  STREET, 
W1Y  9FD  01-499  1923 

CABLES:  PICTORIO.  LONDON  W.1 

Important  Old  Masters, 

1  9th-20th  Century  Paintings 


London  &  Provincial  Art  Dealers 


THE  HARLEQUIN 
GALLERY 

1  ST.  CHRISTOPHER'S 

PLACE,  WIGMORE 

STREET.  W.1 

01-935  2857 

Fine  Paintings,  all  schools 

1  7th  to  1  9th  Century 


HAZLITT  GALLERY  LTD. 

4  RYDER  STREET, 
ST.  JAMES'S,  S.W.1 
01-930  6821 

Italian  Painting  of  the  17th 
and  18th  Centuries,  French 
Painting  principally  of  the 
Barbizon  School 


HEIM 

59  JERMYN  STREET, 
ST.  JAMES'S,  S.W.1 
01-493  0688 

CABLES:  HEIMGAL.  LONDON 

Old  Master  Paintings  and 
Sculptures 


HERNER  WENGRAF 

OLD  MASTERS  GALLERIES 

62  SOUTH  AUDLEY  ST., 
W.1 

01-629  0223 

CABLES:  OLDGALL.  LONDON 

Fine  Old  Master  19th  and 
20th  Century  Paintings 


ALAN  JACOBS  GALLERY 

15  MOTCOMB  STREET, 
BELGRAVE  SQUARE, 
LONDON,  S.W.1 
01-235  5944 

CABLES:  ARTJAC,  LONDON 

Fine  17th  Century  Dutch 
and  Flemish  Old  Master 
Paintings. 

Monday  -  Friday  1 0-5 
Saturday  1 0-1  or  by 
appointment 


HENRY  JACOBS 

174A  KENSINGTON 
CHURCH  STREET, 

(entrance  in  Kensington  Mall) 

LONDON  W.8 

01-229  2988 

19th  Century  English  and 

Continental  Paintings. 

Specialising  in  Dutch 

Paintings  of  the  Romantic 

School 


KAPLAN  GALLERY 

6  DUKE  STREET, 
ST.  JAMES'S,  S.W.1 
01-930  8665 
19th  &  20th  Century 
French  Paintings 


BRIAN  KOETSER 
GALLERY 

38  DUKE  STREET, 
ST.  JAMES'S,  S.W.1 
01-930  6309 

Old  Master  Paintings  of  the 
Dutch  and  Flemish  Schools, 
1  6th— 1 7th  Centuries 


LEFEVRE  GALLERY 

30  BRUTON  STREET,  W.1 
01-629  2250 
19th  and  20th  Century 
French  Paintings 


THE  LITTLE  GALLERY 

5  KENSINGTON  CHURCH 
WALK,  W.8 
01-937  8332 

Fine  quality  works  of  art  for 
the  small  collector.  Water- 
colours,  Drawings,  Oils 


MAAS  GALLERY 

15A  CLIFFORD  STREET, 
NEW  BOND  STREET,  W.1 
01-734  2302 
18th  and  19th  Century 
English  Paintings,  Drawings 
and  Watercolours 


MARLBOROUGH  FINE 
ART  LTD. 

39  OLD  BOND  STREET,  W.1 
01-629  5161 

CABLES:  BONDARTOS,  LONDON 

Fine  Impressionists  and 
20th  Century  Paintings, 
Drawings  and  Sculpture 


MARLBOROUGH 
GRAPHICS  LTD. 

17-18  OLD  BOND  ST.,  W.1 
01-629  5161 

CABLES:  BONDARTOS.  LONDON 

Contemporary  Graphics  and 
Multiples 


ROY  MILES 
FINE  PAINTINGS 

95  EATON  PLACE.  S.W.1 
01-235  4792 
Specialising  in  English 
pictures  of  the  1 7th 
and  1 8th  Centuries 
also  Dutch  and  Flemish 
Old  Masters 


MOTIF 

35  CONNAUGHT  STREET. 
W.2 

01-723  9477 
Multiples,  Lithographs, 
Graphic  Prints  and  Posters 
by  Leading  Contemporary 
Artists 
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London  &  Provincial  Art  Dealers 


JAMES  R.  OGDEN  & 
SONS  LIMITED 

42  DUKE  STREET, 
ST.  JAMES'S,  S.W.1 
01-930  3353 

CABLES:  DIAMONDRY,  LONDON, 
S.W.1 

Specialists  in  Ancient 
Jewellery. 

Jewellers  and  Silversmiths 
for  four  generations. 
Also  of  Harrogate 

O'HANA  GALLERY 

13  CARLOS  PLACE, 
LONDON,  W.1 
01-499  1562 
Paintings  and  Sculpture 
from  the  1  9th  and  20th 
Centuries 

OMELL  GALLERIES 

40  ALBEMARLE 
STREET,  W.1 
01-499  3685 
20th  Century  and 
Contemporary  Paintings  and 
John  Bentham-Dinsdale 
"Clipper  Ships  and  Sea 
Battles" 

OMELL  GALLERIES 

22  BURY  STREET, 
ST.  JAMES'S,  S.W.1 
01-839  4274 

Fine  19th  Century  Paintings 
at  realistic  prices 

N.  R.  OMELL 

6  DUKE  STREET, 
ST.  JAMES'S,  S.W.1 
01-839  6223 
18th  and  19th  Century 
English  Marine  and 
Landscape  Paintings 

HAL  O'NIANS 

6  RYDER  STREET, 

ST.  JAMES'S,  S.W.1 

01-930  9392 

Old  Master  Paintings  and 

Drawings 


THE  PARKER  GALLERY 

2  ALBEMARLE  ST.,  W.1 
01-499  5906 

Marine,  Military, Topograph- 
ical and  Sporting  Paintings, 
Prints  and  Watercolours, 
Old  Maps,  Ship  Models 
and  Curios 


MARJORIE  PARR 
GALLERY 

285  KING'S  ROAD,  S.W.1 
01-352  0768 
20th  Century  Paintings, 
Sculpture  and  Pottery 


DAVID  PEEL  &  CO.  LTD. 

2  CARLOS  PLACE, 
MOUNT  ST.,  W.1 
01-493  3161 
European  Works  of  Art 


THE  PICCADILLY 
GALLERY 

16a  CORK  STREET,  W.1 
01-629  2875  and 
01-499  4632 
British  Figurative  Painters, 
International  Symbolist/ 
Jugenstil  Works  -  Museum 
quality  British  and 
Continental  Drawings 


RUPERT  PRESTON  LTD. 

17  KING  STREET, 
ST.  JAMES'S,  S.W.1 
01-930  1794 
Specialists  in  Early 
Marine  Paintings 

SPINK  &  SON  LTD. 

5-7  KING  STREET, 
ST.  JAMES'S,  S.W.1 
01-930  7888 

CABLES:  SPINK.  LONDON  S.W.1 

Coins,  Medals  and  Orders, 
Oriental  Art, 
English  Furniture, 
Paintings,  Drawings  and 
Silver 


H.  TERRY-ENGELL 
GALLERY 

8  BURY  STREET, 

ST.  JAMES'S,  SW1Y  6AB 

01-839  2606 

Old  Master  and  1  9th 

Century  French  Landscape 

Paintings 


ARTHUR  TOOTH  & 
SONS 

31  BRUTON  STREET,  W.1 
01-499  6741 

CABLES:  INVOCATION,  LONDON 

Old  and  Modern  Pictures  of 
International  Value  for 
Private  Collectors  and 
Public  Galleries 


TRYON  GALLERY 

41-42  DOVER  STREET,  W.1 
01-493  5161 

Sporting  and  Natural  History 
Pictures  and  Prints 


CHRISTOPHER  WADE 
GALLERY 

28  BRUTON  STREET,  W.1 
01-499  0298/9 

CABLES:  PARNASSUS.  LONDON 

Fine  Paintings  of  the  17th 
and  18th  Centuries  and 
Works  by  modern  artists 


WILDENSTEIN  &  CO. 
LTD. 

147  NEW  BOND  ST.,  W.1 
01-629  0602 

CABLES:  NAVILD,  LONDON 

Old  Master  and 
Impressionist  Paintings 
and  Drawings 


I  I  I  »  ' 

Korean  screen,  painted  on  silk,  with  an  old  gold  ground,  depicting  the 
Implements  and  accessories  of  the  artist-scholar,  in  various  tones  of 
A,  ureen,  hlue  and  pink.  18th  century,  height  5',  width  7'8". 


Detail  from  second  panel. 


LOUIS  XV-XVI  TRANSITIONAL  OVAL 
GUERIDON,  WHITE  MARBLE  TOP.  THREE 
DRAWERS,  ROSE-WOOD.  FRENCH,  18th 
CENTURY.  SIGNED  N.  PETIT 

H.  29*,  W.  19",  D.  ui"  I 


Ancke  GUoUat 

Fine  French  18th  Century  Furniture  and  Objets  d'Art 

908  Madison  Avenue,  New  York,  N.Y.  10021 
Tel. :  (212)  YU  8-0160 
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Gallery  Lasson 

57  Jermyn  Street  London  SWi      01-629  6981 


Canvas  27  x  22J inches 


Old  Master  Exhibition 

May  8  -  June  16 

Weekdays  10.30-5.30 
Saturdays  11.00-1.00 

Including  works  by : 

Carlo  Carlone,  Francesco  Fieravino  (il  Maltese),  Jan  de  Baen, 
William  James,  Jan  van  Kessel,  Giuseppe  Vermiglio,  Jan  Frans 
van  Bloemen  (Orizonte),  Pieter  Mulier  (Tempesta),  Johann 
Heinrich  Keller,  Jan  Ekels  the  Younger,  Abraham  Storck, 
Antonio  Vassilacchi  (Aliense),  Dirck  Maas,  Jan  Soens, 
Jan  Peeters,  Giuseppe  Recco,  Adrian  Verboom, 

Rafel  Govaertsz  Camphuyzen,  etc.  Illustrated  catalogue  £1 


Gallery  Lasson 

Old  Master  Exhibition 

May  8  -  June  16 


Dirck  Maas    1656-1717  Canvas  25$  x  20±  inches 


Abraham  Storck  1635-1710 


Canvas  26i  x  33  £  inches 


Gallery  Lasson 

Old  Master  Exhibition 


May  8  -  June  16 


Johann  Heinrich  Keller  1692-1765 


Pair  of  panels  13  x  18  inches 
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Gallery  Lasson 
Old  Master  Exhibition 

May  8  -  June  16 


Jan  Frans  van  Bloemen  (Onzonte)    1662-1749  Canvas  81*  x  641 


Gallery  Lasson 
Old  Master  Exhibition 

May  8  -  June  16 


William  James  Canvas  32  x  52|  inches 


Adrian  Verboom  1628-1670 


Canvas  40  x  50  inches 


43 


CARVED  JADE  BOWL 
(yellowish  green) 

Period:  Chia  Ch'ing  1795- 1820 

24"  high  and  5I"  in  diameter 


THE 


DOLPHIN 


ANTIQUES  &  WORKS  OE  ART 

605  Cambridge  Avenue  •  AfenloTark,  California  94025 
•  Telephone  1  (415)  325-4409 

Open  Tuesday  to  Saturday 


£rom  *fflaldfiorns 
rare  collection  of 
old  world  treasures 


WALQ^iORN  COM^\NY,lNC. 

Antique  Jewelry.  Furniture.  Porcelain  <£  Silverware 
AT  343  ROYAL  STREET  SINCE  1881 

NEW  ORLEANS.  LA.  701W.  PHONE  SW/5M-4J79 
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1 870-1973 


M.  NEWMAN  LTD. 

Members  of  the  British  Antique  Dealers'  Association  Ltd. 

43a  DUKE  STREET,  ST.  JAMES'S  &  1/5  RYDER  STREET,  LONDON,  SWi 

Telephone:  01-930  6068/9  Telegraphic  address:  NEWPIC,  LONDON,  SWi 


Garrysire  Blair  Atholl 

DAVID  FARQUHARSON,  A.R.A.  (signed  and  dated  1901) 

Canvas:  24  x  20  ins.  (61  x  51  cms.) 
Framed:  29  x  25  ins.  (74  x  64  cms.) 

Collections:  John  L.  Laird,  1913 
L.  H.  Barry 


Landscape  with  Cattle 

Sir  J.  ARNESBY  BROWN,  R.A. 

Canvas:  14  x  18  ins.  (36  x  46  cms.) 
Framed:  19^  x  23!  ins.  (50  x  60  cms.) 


ADVALOREM  ANTIQUES 

Fine  1 8th  and  19th  Century  English  Furniture 


A  mahogany  serpentine  chest 
of  drawers  c.  1775 


Oaklands  Farm,  Shipley, 

Nr.  Horsham,  Sussex.    Tel:  Coolham  270 


A  Chippendale  open  elbow  chair 
in  beautifully  mellowed  walnut 


FRANK  CARO 
GALLERY 


Pair  of  figures 
Famille  Verte  porcelain 
K'ang  Hsi  Period  (1662-1722) 
Height  5±  inches 


FRANK  CARO  •  FRANCIS  CARO 
41  ^\ST  57th  ST.,  NEW  YORK,  IN.  Y.  10022 
(212)  PL  3-2166 
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KAPLAN  GALLERY 


LE  QUAI  MONTEBELLO  A  NOTRE  DAME  io*  x  14  inches 


AN  EXHIBITION  OF  PAINTINGS  BY 

FERNAND  QUIGNON 

I  18^4-1941 

8  -  26  MAY  1973 

DAILY  10-6  SATURDAYS  10-1 

Illustrated  Catalogue  sold  in  aid  of  the  Imperial  Cancer  Research  Fund  20p.  (  U.S.A.  $1 .50) 

6  DUKE  STREET     ST.  JAMES'S     LONDON  SWi 

01-930  866^ 


m 


A  Highly  Important  Example  of  Chinese  Export  Lacquer.  Circa  1815. 

This  Spectacular  free-standing  article  executed  in 
Black,  Scarlet  and  Two  Colour  Gold  is  decorated  in 
Equally  brilliant  colours  on  the  back. 
Width;  127  Cm  Height;  169.5  Cm  Depth;  107.3  Cm  open 
50"  66|"  42i" 

BRIAN  &  QUENTIN  JOHNSON  ANTIQUES 

17  LOWNDES  STREET,  BELGRAVIA      SW1X  9EY      01-235  5774 


1ANZANA  PISSARRO 

(1871-1961) 

PREMIERE  RETROSPECTIVE  A  PARIS 
HUILES  ET  DESSINS  INEDITS 


portrait  de  Gauguin  en  1893,  gouache  rehaussee  de  bronze  dore,  0,45x0,32 

DU  16  MAI  AU  15  JUIN  1973 

DARIO  BOCCARA 

184  FG  ST  HONORE  PARIS  8  359  84  63 

catalogue  complet  en  couleurs  sur  demande  :  30  F 


established  1876 

The  Fine  Art  Society  Ltd 

148  New  Bond  St  London  W1YOJT 
telephone  01 629  5116 
cables  Finart  LondonWl 


GLUCK 

May  1-18,1973 


The  Three  Nifty  Nats  (from  "On  with  the  Dance" 
C.B.  Cochran  review). 


11.7  X  12.5 

Empire  Aubussomi 

Copper  field  diapered  with  rosettes  and  centering-  a 
beige  leaf  medallion  encircled  with  bearing  swags  of 
rose  garlands,  the  corners  with  orange  leaf  scrolls, 
lOuquets  of  blue  blossoms,  all  encompassed  with  a 
floral  wreath  border — 

12.4  x  21.9  Ivory  ground  self-bordered 

11.2  x  15  Beige  field  Rose  bordered 

10.5  x  22.4  Oyster  White  field  Floral 

9.8  x  13.3  Old  Ivory,  Maroon  border 

12.8  x  17.9  Avocado— Pelican 

f§  BESHAR'S 

63  East  52nd  Street,  New  York,  N.Y.  10022  PLaza  8-1400 

Fine  Floor  Coverings  Since  1898 


Antiques  Fair 


THE  GIFFARD  HOTEL 

Worcester 

WEDNESDAY- SATURDAY 

MAY  16th-19th 

open  first  day :  2.30  pm  -  9  pm 
Then  :  1 1  am  -  9  pm  daily 

All  antiques  pre-1830,  with  some 
pre- 18 go  collectors  exceptions 
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BY  APPOINTMENT 
DEALERS  IN  ANTIQUE  FURNITURE  AND  WORKS  OF  ART 
TO  THE  LATE  QUEEN  MARY 

M.  Harris  &  Sons 

ESTABLISHED  1868 


44I52  New  Oxford  Street,  London  WC1A  IES 

Telephone:  01-636  2121  Telegrams:  Artisonne  London  WC1A  IES 


JEAN  DUNAND  1877  1942 

may  july 

galerieduluxembourg 
98  rue  st  denis  paris  1 

□  ar  r 

□  □  r  v 
ubvv 


AN  EXHIBITION  OF  ENGLISH  & 
DUTCH  WATERCOLOURS  &  DRAWINGS 
OF  THE  18th  &  19th  CENTURIES 

GIVEN  BY 


at  the 

HARTNOLL  &  EYRE  GALLERY 
39  Duke  Street,  St.  James's, 
London,  S.W.i.  01-930  9308 

from  MAY  14th  to  MAY  26th 


Thomas  Wainewright  op.  1838-1880 


William  Callow,  R.W.S.  1812-1908 


Cables  &  correspondence  to 
MARTYN  GREGORY 
9  Lancashire  Court,  New  Bond  Street, 
London,  W.i. 
Tel.  01-629  3017 
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PAUL 
STORR 


1  Rare  Cup  and  Cover,  1817,  ht. 
without  base  12V,  wt.  86 
ozs.— $6,000 

2  Coffee  Jug  and  Stand,  1814,  ht. 
11%",  wt.  56  ozs.— $3,500 


3  Vegetable   or   Roast  Dishes, 
1813,  ht.  13^8,  w.  11%", 

with  int.  removable  crested 
dividers  and  Old  Sheffield  Plate 
warming  stands  (not  illus.)  by 
Matthew  Boulton,  wt.  of  silver 
196  ozs.— $11,000 


4  Soup  Tureen,  1797,  ht.  11%",  1.15%", 
w.  8%",  wt.  123  ozs.— $10,000 

Joseph  H.  Kilian 

39  Glen  Byron  Avenue 
\    South  Nyack,  N.Y.  10960 
914/358-5713 

Mynber  of  the  Art  and  Antique  Dealers  League  of  America  far 


5  Pair  of  Goblets,  1814,  ht.  6V4",  Gilt 
wt.  28  ozs.— $6,400 


Specializing  in 
Paul  Storr 
and 

Hester  Bate  man. 


Send  $1.00  for  descriptive 
priced  listings  Of 
Antique  Silver  and 
Old  Sheffield  Plate 

Shown  by 
appointment  only 


MAY  14th  to  1 8th 

EXHIBITION  OF  FINE  ENGLISH 
CLOCKS  at  1 20  MOUNT  STREET 
in  association  with 
MEYRICK  NEILSON  OF 
TETBURY 


STAIR 


&  COMPANY 


FROM  OUR  LONDON 
COLLECTION  OF  FINE 
ENGLISH  FURNITURE  OF  THE 
17th  and  18th  CENTURIES 


1 8th  Century  Sheraton  Mahogany 
Pembroke / Games  Table.  Circa  1785. 


59  East  57th  Street, 
New  York,  N.Y.  10022 

Telephone:  212-355-7620 


Member: 

The  British  Antique  Dealers'  Association  Ltd. 

The  National  Antique  and  Art  Dealers'  Association  of  America  Inc. 


120  &  125  Mount  Street, 
London,  W1Y5HB. 

Telephone:  01  -499  1 785/5270 


PHILIPPE  RHEIMS 

adviser  on  works  of  art 

specialist  of  great  international  sales 

.  PURCHASES 
SALES 
VALUATIONS 
INSURANCES 


PARIS 

26,  avenue  George  V,  Tel.  359.88.26 
TOKYO 

4-1-4- Kojimachi  Chiyoda-Ku,  Tel.  264.63.81 


John  Singer  SARGENT,  R.A.,  "  Caroline  de  Bassano, 
Marquise  d'Epeuilles  ",  signed. and  dated  1 884.  62  x  41  in. 
(157  x  104  cm).  Acquired  by  an  american  collector. 
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A  Porringer,  diameter  5',  made  in  the  reign  of  Charles  II 
and  dating  from  1665.  Engraved  with  contemporary  armorials. 
The  maker  T.A.  is  recorded  in  Sir  Charles  Jackson's  "English 

Goldsmiths  and  their  Marks",  second  edition,  page  126. 


BY  APPOINTMENT  TO 
HER  MAJESTY  THE  QUEEN, 
GOLDSMITHS  *  CROWN  JEWELLERS, 
GARRARD  &  CO  LTD.,  LONDON 


GAR  RARD 

The  Crown  Jewellers 


112  Regent  Street  London  W1A2JJ  Telephone:  01-734  7020 


JOHN  FREDERICK  LEWIS,  R.A.,  1805-1876 
"Highland  Hospitality" 

water-colour  22  x  29^  inches 
Exhibited:  R.W.S.,  1832,  192 
Arts  Council  "British  Life" 

Engraved  by  W.  Gillier 


1 8th  &  19th  Century 
British  Water-colours 


1 2th  May  -  6th  June 
weekdays  iooo  -  1800  hrs 


The  Fine  Art  Society  Limited 

12  Great  King  Street,  Edinburgh  3 
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For  the  collector,  this  painting  has  been  reproduced  and  is  available  in  a  limited 
edition,  15"  x  22"  full-color  print.   Ten  dollars  includes  handling  and  mailing 

*yt<  QZa  C&^Mtpa         £J7  QWivM  Avenue 


May  2  -  July,  1973 


Exhibition  of  Dutch 
and  Flemish  paintings 


Catalogues  £1.00,  U.S.A.  $7  post  free 


ABRAHAM  BISSCHOP  (1670-1731) 
Exotic  and  domestic  birds 
Signed  and  dated:  C.  Bisschop  f.  1706 


Canvas :  62£  X  57£  ins. 

158  X  146  cms. 


Monday-Friday  10-5.30.  Saturdays  10-1 


BRIAN  KOETSER  GALLERY 

38  Duke  Street 

St.  James's,  London  S.W.i 

Tel:  01-930  6309 


May  2  -  July,  1973 


Exhibition  of  Dutch 
and  Flemish  paintings 

Catalogues  £  1 .00,  U.S.A.  $7  post  free 


ANDRIES  VAN  EERTVELT  (1590-1652) 
A  fleet  in  Mediterranean  Waters 


Canvas:  51  X  34|ins.  130  X! 
Signed:  A.  V.  Ecrtvelt 


i  cms. 


Jan  van  Kcsscl 
fan  Brueghel  II 
Frans  Ponrbus  I 
Gcrrit  Hcda 
Jacob  Gcrritz  Cuyp 
Peter  Nccfs  II 
Jan  Wynants 
Abraham  Bisschop 
Isaac  van  Ruisdael 
Hcndrick  van  Steenwyck 
Johannes  Konlg 
Nicolas  Macs 
Jan  Brueghel  I 


Adam  Willacrts 
Daniel  Scghcrs 
Martin  Ryckacrt 
Sebastian  Vrancx 
Benjamin  Cnyp 
David  Tcniers 
Andrics  van  Eertvclt 
Cornclis  Bega 
Jan  Miense  Molenaer 
Lodewyck  de  Vadder 
Bonaventura  Peeters 
Hcndrick  Dubbels 
Peter  Gysels 


Mondav-rridav  10-5.30.  Saturdavs  10-1 


BRIAN  KOETSER  GALLERY 

38  Duke  Street 

St.  James's,  London  S.W.i 

Tel:  c    ^.-?o  6309 


May  2  -  July,  1973 


Exhibition  of  Dutch 
and  Flemish  paintings 

Catalogues  ^1.00,  U.S.A.  $7  post  free 


ALEXANDER  ADRIAENSSEN  (1587-1661) 

Still-life  with  a  Jug 

Panel:  13J  X  18}  ins. 
35  X  47-8  cms. 


mm 


Monday-Friday  10-5.30.  Saturdays  10-1 


BRIAN  KOETSER  GALLERY 


38  Duke  Street 

St.  James's,  London  S.W.i 

Tel:  01-930  6309 


May  2  -  July,  1973 


Exhibition  of  Dutch 
and  Flemish  paintings 


Catalogues  £1.00,  U.S.A.  $7  post  free 


L  ^    A  .0 


WOUTER  KNYFF  (c.  1607  -  c. 

A  view  of  Dordecht 

Panel  24  X  37  ins.  61  X  94  cms. 
Signed  and  dated:  1658 


[693) 


Jan  van  Kcsscl 
Jan  Brueghel  II 
Frans  Pourbus  I 
Gerrit  Hcda 
Jacob  Gcrritz  Cuvp 
Peter  Nccfs  II 
Jan  Wynants 
Abraham  Bisschop 
Isaac  van  Ruisdael 
Hendrick  van  Stecnvvyck 
Johannes  Konig 
Nicolas  Macs 
Jan  Brueghel  I 


Adam  Willacrts 
Daniel  Seghcrs 
Martin  Ryckaert 
Sebastian  Vrancx 
Benjamin  Cuyp 
David  Teniers 
Andries  van  Eertvelt 
Cornelis  Bega 
Jan  Miense  Molenaer 
Lodewyck  de  V  idder 
Bonaventura  Pceters 
Hendrick  Dubbels 
Peter  Gysels 


Monday-Friday  10-5.30.  Saturdays  10-1 


BRIAN  KOETSER  GALLERY 

38  Duke  Street 

St.  James's,  London  S.W.i 

Tel:  01-930  6309 


see 
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INDIAN  MINIATURE  PAIN1 


,pril  7  -  June  15, 1973 


J)ORIS  WIENER    831  MADISON  AVENUE,  NEW  YORK,  *Y.i«ai  (aw)  249-67 


BY  APPOINTMENT  ANTIQUE  DEALERS  TO  THE  LATE  QUEEN  MARY 

MALLETT 

MALLETT  &  SON  (ANTIQUES)  LTD.,  40  NEW  BOND  STREET,  LONDON  WiY  OBS.  TELEPHONE  01-499  74H  (5  lines) 
TELEX  25692  CABLES:  MALLETSON  LONDON  WiY  OBS  ; 
and  at  BOURDEN  HOUSE,  2  DAVIES  STREET,  LONDON  WiY  iLI 
Also  in  NEW  YORK:  MALLETT  of  LONDON,  2<i  EAST  69th  STREET 
New  York  N.Y.  10021.  Telephone:  (212)249  9015/6 


A  very  rare  pair  of  early  18th  century  Japanese 
lacquer  cabinets  with  fine  gilt  mounts,  on  English 
Queen  Anne  lacquer  stands  with  cabriole  legs.  Circa  1700. 

Height:  4'  2" 
Width:  2'  1" 
Depth:  1'  3" 


MEYRICK  NEILSON  OF  TETBURY  LTD. 

Gloucestershire  GL8  8DF.  Tetbury  (0666)  52201 

Motorway  approaches:  M.4  Exit  17-12  minutes.  M.5  Exit  13-25  minutes 


A  SELECTION  OF  LONGCASE  CLOCKS 


(  hristophcr  Gould  John  Ebsworth  Thomas  Tompion  Thomas  Tompion  Thomas  Tompion 

c.  1690  c.  1685  No.  153  c.  1692  No.  254  c.  1697  No.  365  c.  1703 


Mcyrick  Ncilson  of  Tetbury  Ltd.  and 
Stair  &  Co.  Ltd.  invite  you  to  visit  their 
Summer  Exhibition  of  Fine  English  Clocks 
at  120  Mount  Street,  London,  W.I.  from  14th  -  1 8th  Mav,  1973 


CLOCKS  OF  DISTINCTION  FOR  PLEASURE  AND  INVESTMENT 


lb 


1. 


ANTIQUAIRES 

A  PARIS 


DIDIER  AARON  &  Cie 

32,  avenue  Raymond-Poincare  -  Paris  16°  -  Tel.  72717  79 

AVELINE  &  Cie 

20,  rue  du  Cirque  -  Paris  8*  -  Tel.  359  51  63 

B.  FABRE  &  FILS 

19,  rue  Balzac  -  Paris  8°  -  Tel.  22717  52 

J.-P.  HAGNAUER 

10,  rue  de  Seine  -  Paris  6e  -  Tel.  32636  54 

KRAEMER  &  Cie 

43,  rue  de  Monceau  -  Paris  8e  -  Tel.  522  24  46 

ETIENNE  LEVY  &  Cie 

178,  Fg  Saint-Honore  -  Paris  8e  -  Tel.  225  66  84 

WEILLER  &  Cie 

15,  rue  Lamennais  -  Paris  8e  -  Tel.  225  43  46 


avec  la  Participation  de  : 

AUX  ARMES  DE  FRANCE 

Charles  Marchal 
46,  rue  de  Miromesnil  -  Paris  8e  -  Tel.  265  72  79 

PIERRE  BERES 

14,  avenue  de  Friedland  -  Paris  8"  -  Tel.  227  00  99 

BEURDELEY  &  Cie 

200,  bd  Saint-Germain  -  Paris  7e  -  Tel.  548  97  86 

HECTOR  BRAME  S.A. 

68,  bd  Malesherbes  -  Paris  8e  -  Tel.  52216  89 

COMPAGNIE  DE  LA  CHINE  ET  DES  INDES 

39,  avenue  de  Friedland  -  Paris  8«  -  Tel.  359  93  28 

LEON  HELFT  &  Cie 

32,  avenue  Raymond-Poincare  -  Paris  16e  -  Tel.  72717  79 

GALERIE  TARICA 

43,  Fg  Saint-Honore  -  Paris  8e  -  Tel.  265  69  08 

VANDERMEERSCH 

23,  quai  Voltaire  -  Paris  7s  -  Tel.  548  26  64 


LA  HAUTE  JOAILLERIE 

DE  FRANCE 


BOUCHERON 

26.  Place  Venddme  -  Paris  1"  -  Tel.  0731616 

CHAUMET 

12,  Place  Vendome  -  Paris  1er  -  Tel.  073  3710 

MAUBOUSSIN 

20,  Place  Vendome  -  Paris  1ep  -  Tel.  073  9916 

VAN  CLEEF  &  ARPELS 

22,  Place  Venddme  -  Paris  1"  -  Tel.  073  70  00 


EXPOSITION 
du  15  au  24  juin  1973,  de  11  h  a  23  h 

HOTEL  GEORGE  V 

PARIS 


DIANA  CLOVER  ANTIQUES 

Period  Furniture  for  the  Country  House 

■    e>*  ... 

I    >>  •     if,  '• 

ft'&t  -«5 

mi'  ~i 

,  v                     *  ,5?"'       • ~        .'  .        .  . 

English  Oak  Refectory  c.  1500 

DEDHAM  HALL     •     DEDHAM     •  ESSEX 

Telephone:  Dedham  3165/3297 

Philip  &  Bernard  DOMBEY 


A  RAM.  TRENCH  YEAR  SKELETON 
CLOCK,  THE  TWO  TRAINS  EACH 
WITH  EIGHT  BARRELS  ARRANGED 
IN  PAIRS  AND  HOUSED  IN  BROAD 
SHAPED  GILT-METAL  PLATES  FINE- 
LY ENGRAVED,  14  IN.  HIGH  (CIRCA 
1850) 


174  Kensington  Church  Street 
London  W8 
01-229  7100 


Illustrated  and  priced 
catalogue  showing 
magnificent  selection 
of  Buhl,  tortoiseshell, 
ormolu,  marble, 
enamel  and  porcelain 
clocks  in  colour  on 
loan  free  of  charge. 
Deposit  required 
^10  ($24.00) 
which  will  be 
refunded  when 
catalogue  is  returned. 


Richard  Sloan  limited  edition 

Wildlife  art  investment 

Richard  Sloan  limited  edition  North  American  bird 
prints  are  considered  the  finest  line  of  wildlife  collector 
prints  in  America  today  and  the  finest  art  investment 
of  the  20th  Century. 

For  investment  details,  plus  a  copy  of  "300  Years  of  American 
Bird  Artistry  and  Why  it  is  a  Good  Investment,"  and  a  copy  of 
our  international  nature  publication,  send  25  cents  to: 

GRIGGSVILLE  WILD  BIRD  SOCIETY 
BOX  222D,  GRIGGSVILLE,  ILLINOIS  62340 


66    The  Connoisseur,  May,  1973 


ustrated  Catalogue  $3.00 

KENNEDY 
GALLERIES 

20  E.  56th  ST.  N  Y  10022 
(212)  758-3850 


JUDITH  WITH  HEAD  OF  HOLOFERNES,  1972, 
Bronze,  383AX17X13  inches 
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MARIA 
IMC 


29,  RUE  DE  LA  FERRONNERIE 
PARIS  1er  TEL.  508.05.29 


Round  table  in  black  lacquer  with 
two  salvers,  of  Eileen  GRAY,  coming 
from  the  former  Jacques  DOUCET 
collection.  Red  and  silver  cup  and 
ball  decoration  on  the  top.  Repro- 
duced in  L'lLLUSTRATION  May 
3rd  1  930.  and  in  L'OEIL.  December 
1971. 


1  #ate 

MARY  BEEDELL-NUNN 

Antiques  since  1951 


English:  Circa  1780 


An  exceptionally  fine  Secretaire  Bookcase,  beautifully 
veneered  in  exotic  woods  over  mahogany,  magnificent 
colour,  ogee  feet,  original  glass  and  brasses.  Photo  on  request. 
Measurements;  Height  87",  Width  44",  Depth  22". 

St.  Anne's  Gate,  1940  Glen  Oak  Drive, 
Glenview,  Illinois  60025 
Tel.  (312)  729-5025 


ANTIQUES  AND  WORKS  OF  ART 


Still  life  painting. 
Fruit,  Parrot  and  Flowers. 


Rowland's  Antiques 

Route  202  -  Route  413 
Buckingham,  Bucks  County,  PA.  18912 
Telephone:  (215)  794-7611 

Member  of  The  National  Antique  and 
Art  Dealers'  Association  of  America,  Inc. 
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SASKIA 


ist  AUCTION 

MAY  8th  '73 

Sales  begin  at  11  p.m. 


AUCTIONEERS 


Including  paintings  from: 

FORTUNY 

PISSARRO 

BORES 

SOROLEA 

MODIGEIANI 

RENOIR 

COSSIO 

CELSO  LAGAR 

FORAIN 

VUILLARD 

BONNARD 

NONELL 

BOUDIN 

GRAU  SALA 

Catalogue  under 
request 


SASKIA 


Subastas  de  Arte 

Pedro  Teixeira,  8  -  1st  Floor 

MADRID  -  20 


Phones:  458  61  06 
Telex  23  354  E 
SPAIN 


457  32  84 


Luis  de  Morales 
ECCE  HOMO 
On  panel  73  x  54  cms. 
(28i  x  21  ineha 


00 


A  valuation  by  our  professional  valuers  will  not  only  ensure  financial  protection  for  your  fine 
furniture,  pictures,  silver,  porcelain  and  other  works  of  art,  but  ALL  your  household  effects. 

It  will  substantiate  any  claims  you  may  wish  to  make  in  the  event  of  loss  by  burglary  or  fire,  or 
any  other  cause. 

Our  valuations  are  accepted  by  Insurance  companies 
and  Lloyd's  underwriters. 

Write  now  for  further  particulars — tomorrow  may 
be  too  late. 


8  day  bracket  clock 
Circa  1690. 

Gurr  Johns  &  Angier  Bird  Ltd. 

Valuers 

50  Pall  Mall,  London,  SW1 Y  5 LA.  Telephone  01  -930  3068 

Branches  at  Maidenhead  and  York 
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fing&Ju  and  CanUneniai  cfiSwr,  <MtniaktoW>. 


Two  superb  matching  Louis  XV 
silver  sauceboats,  one  by 
Nicolas  Rigal,  Paris  1745. 
The  other  by  Emmanuel  LOuis 
Caumartin.  Paris  1753.  Length  q\" 

An  example  from  our  collection  of 
antique  Continental  silver. 


I A  l 

Q>  A- 


Valuations  for  Probate,  Insurance  and  Division 

Telephone:  01-629  6261    Telegraphic  Address  "Euclase  London  W.l" 


VERY  IMPORTANT  AUCTION  SALES 
CATALOGUE 

Very  important  paintings  by  old  and 
modern  masters.  Rare  Icons. 
Sale:  29th  and  30th  June  1973 


TOULOUSE  LAUTREC 


"La  Revue  Blanche"  Poster 


CATALOGUE 

Drawings,  watercolours  and  graphic  art 
from  1 6th  to  the  20th  century.  Books. 
Sale:  2nd  and  3rd  July  1973 

CATALOGUE 

Important  arms  and  armour 
Sale:  4th  July  1973 

Exhibition:  13th  to  28th  June  1973 
closed  21st  June  1973 

Daily  open  from  8.00  -  12.00  and 
14.00  -  18.00 

Saturday  only  to  17.00 

Sunday  open  from  14.00  -  18.00 

GALERIE  FISCHER 

CH-6006  LUCERNE 

Haldenstrasse  19.  Telephone  041  22  57  72 


PHILIP  ANDRADE 

LIMITED 

Member  of  The  British  Antique  Dealers'  Association 


1 

■ 

-    ,       9.  » 

»  * 

 .  - 

_ 

A  fine  mahogany  serpentine  fronted  chest  of  drawers  with  a 
slide,  circa  1780.  Height  33"  Width  37"  Depth  22J" 

8  BORINGDON  VILLAS,  PLYMPTON 
PLYMOUTH,  DEVON 
Plymouth  37952 


JULIAN 


EUROPEAN  AND  ORIENTAL  WORKS  OF  ART 


BACCHUS  THE  GOD  OF  WINE 

by  Francesco  Righetti  B.  1749  D.  1819. 

Italian  (Roman)  School. 

Height  13 £  ins  (35  cms).  Dark  brown  patina. 

An  inferior  variant  lacking  the  tree  stump  with  the 

attribute  of  the  pipes  of  the  god  the  bronze  base  and  the  link 

between  the  figure  and  the  goat  but  with  the  addition  of  a  fig 

leaf,  signed  F.  Righetti  f .  .Romae  1796  was  sold  in  the 

London  art  market  in  1972. 

406  KINGS  ROAD  LONDON  S.W.10 

Tel:  352-4400  and  3243 
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Oil  on  panel,  22  x  i6£  ins. 


Signed 


ALFRED  EMILE  LEOPOLD  STEVENS 

Bruxelles  1823  —  Paris  1906 

A  LOAN  EXHIBITION  IN  HONOUR  OF  THE  ARTIST 
ON  THE  150th  ANNIVERSARY  OF  HIS  BIRTH 
TO  BE  HELD  AT  8  NEW  BOND  STREET,  LONDON 
MAY  9th  —  JUNE  6th 

To  coincide  with  the  opening  of  this  exhibition  we  will  publish  a  study  of  the  career  of  Alfred  Stevens  which  will 
incorporate  a  fully  illustrated  catalogue  of  the  loan  exhibition. 

'ALFRED  STEVENS  1823-1906'  by  Peter  Mitchell 
7  colour  plates  and  30  monochrome,  48  pages,  hard  bound.  Price  £1.00 
Bv  Post:  U.K.  ^1.30,  France  1  c.oo  Fr.,  Belgium  1  30  Fr.,  U.S.A.  $3.  co 


JOHN  MITCHELL  &  SONS 
8  NEW  BOND  STREET,  LONDON  WiY  9PI 


TELEPHONE  01-493  7567 


CABLES:  JONMIT,  LONDON 


HEIM 

OLD  MASTER 
PAINTINGS  AND  SCULPTURES 

59  JERMYN  STREET,  ST.  JAMES'S 
LONDON,  S.W.I. 


Tel:  01-493  0688 


Cables:  Heimgal,  London,  S.W.I 


Also  in  Paris:  15  Avenue  Matignon,  Paris  VIII 


Spencer  A.  Samuels  &  Company,  Ltd. 


18  East  76,  New  York 
By  appointment: 
YUkon  8-4556 


Master  Paintings, 
Drawings  and  Sculpture 
from  the  Fourteenth 
to  the  Twentieth  Century 


74    The  Connoisseur,  May,  1973 


AUGUSTAN 

SIMPLICITY 

For  silver  other  than  the  grandest 
commissions,  restrained  line  and  the 
absence  of  ornament  provided  satisfying 
and  functional  pieces  for  the  gracious 
homes  being  built  throughout  the  country 
during  England's  Augustan  age,  the  vears 
of  Dryden  and  Pope,  of  Marlborough  and 
Queen  Anne,  Cowper  and  Addison. 


From  the  "octagonal  period"  that  bridged 
the  reigns  of  Queen  Anne  and  George  l, 
a  fine  eight-sided  coffee  pot  with  faceted 
swan-neck  spout  and  turned  wood  handle, 
the  octagonal  form  echoed  in  the  high  domed 
cover  with  urn  Jinial.  Made  by  Pctley  Ley 
in  1721,  the  pot  weighs  28  oz.  all  in. 


A  pair  of  plain  circular  baluster 
candlesticks  on  stepped  moulded  bases 
with  applied  moulded  bands.  Engraved 
in  the  wells  with  a  crest,  they  were 
made  in  1704,  by  Humphrey  Payne.  J  5  oz. 


c 


Fine  silver  for  the  collector  from 


SIMON  KAYE  LTD. 

l\  ALBEMARLE  STREET  .  PICCADILLY  .  LONDON  Wl 

Telephone  01-493  7658 


In  association  with 

/.  Freeman  <Sl  Son  Inc  .  12  East  52nd  Street  .  New  York  NY  10022. 

Members  of  the  Art  <&_  Antique  Dealer's  Leaaue  of  America  Inc. 


Telephone  J59-6900 


O'HA 

13  CARLOS  PLACE,  GROS 
May  I 


Pierre- A  uguste  Renoir 
7  J  x  11 J  inches 


Vue  de  Par 
Oil  on  canv; 


SUMMER  EXHIBITION 

OF  19TH  AND  20TH  CENTURY  PAINTINGS  AND  SCULPTURE 

including  a  collection  of  gouaches 
by  Eugene  Galieu  Laloue 


XERY 

,  LONDON  Wi     01-499  1562 

Iber  15th,  1973 


SUMMER  EXHIBITION 

OF  19TH  AND  20TH  CENTURY  PAINTINGS  AND  SCULPTURE 

including  a  collection  of  gouaches 
by  Eugene  Galien  Lai  ue 


Christie's 


Wednesday,  May  9th 


Important  Natural  History  Books 
Travel  and  Atlases 

The  Properties  of 

John  W.  Blowers,  Esq. 

Sir  William  Seeds,  K.C.M.G. 

The  Lord  Sherborne 

James  Williams,  Esq. 

and  others. 


Prevost  (Jean-Louis): 
Collection  des  Fleurs  et  des 
Fruits,  48  stipple  engravings, 
printed  in  colours,  large  folio, 
contemporary  French  green 
morocco  gilt,  Fine  Copy, 
Paris,  Vilquin,  1805. 


Weinmann  (Johann  Wilhelm): 
Phytanthoza  Iconographia, 
1,025  hand-coloured  engraved 
plates,  4  vols,  bound  in  8, 
folio,  contemporary  red 
morocco  gilt,  arms  of  Antoine 
Nicolas  Gavinet,  with  his 
book-plate,  Fine  Copy, 
Regensburg,  Lens  (1735-) 
1737-45. 


Catalogue  (36  plates,  including  5  in  colour),  available  from  our  London  Office,  price  £1.40 
post  paid,  or  from  our  New  York  Office,  price  $4.00  post  paid. 

All  sales  subject  to  the  conditions  printed  in  the  catalogues. 


II 


Christie's 


Thursday,  May  10th 


Important  English  Furniture 


The  Properties  of 
Winnafreda,  Countess  of 

Portarlington 
Henry  Vyner,  Esq. 
The  late  Miss  D.  Ionides 
The  late  Cicely,  Marchioness 

of  Zetland 
and  others. 

Two  from  a  set 
of  eleven 
embossed  flower 
pictures  in  the 
manner  of 
Samuel  Dixon. 


One  of  an  important  pair  of 
small  George  III  marquetry 
commodes,  attributed  to 
Pierre  Langlois. 


Catalogue  (28  plates,  including  1  in  colour),  available  from  our  London  Office,  price  90p. 
post  paid,  or  from  our  New  York  Office,  price  $3.00  post  paid. 

All  sales  subject  to  the  conditions  printed  in  the  catalogues. 


Christie's 


Monday,  June  4th 
and  Tuesday,  June  5th. 


Important  Chinese  Ceramics 
and  Works  of  Art 


Very  fine  archaic  bronze  ting, 
first  phase  Shang  dynasty, 
8in.  high,  6£in.  diam. 


Carved  -.pinach  green 
jade  screen,  K'ang  Hsi, 
lOin.  by  7  !  in. 


Important  15th  century 
mei  p'ing  reserved  in  white 
on  a  Mohammedan  blue 
ground  with  a  five-clawed 
dragon,  Hung  Chih,  14f  in.  high. 


Illustrated  catalogue  available  from  our  London  Office,  price  £2.20 
post  paid,  or  from  our  New  York  Office,  price  $6.00  post  paid. 

All  sales  subject  to  the  conditions  printed  in  the  catalogues. 


Christie's 


Wednesday,  May  16th 


The  Winsbury  Collection  of  Arms, 
Armour  and  Militaria  (Part  1) 


German  wheel-lock 
sporting  rifle,  formerly  in 
the  Armoury  of  the  Grand 
Dukes  of  Saxe- Weimar, 
Schloss  Ettersburg, 
3rd  quarter  17th  century, 
40in.  barrel. 


Saxon  wheei-lock  holster  pistol, 
the  barrel  struck  HR,  late 
16th  century,  21|in. 


Catalogue  (34  plates)  £1.05 
or  $3.00  post  paid. 


Antique  Arms  and  Armour 


Monday,  June  4th 


Top:  Detail  of  a  fine  and  rare 
cased  four-barrel  percussion 
turn-over  rifle,  by  Charles 
Lancaster,  c.  1868,  26|in.  barrel. 
Bottom:  Detail  of  one  of  a  fine 
pair  of  cased  percussion 
combined  guns  and  rifles, 
by  Charles  Lancaster,  c.1862, 
30iin.  barrels. 


Jfri  iii  ami 

Catalogue  (8  plates)  30p.  or  $1.00  post  paid. 

Both  catalogues  available  from  our  London  or  New  York  Office. 

All  sales  subject  to  the  conditions  printed  in  the  catalogues. 


Christie's 

Forthcoming  Sales    may  1973 


Sales  begin  at  n  a.m.  precisely,  unless  otherwise  stated,  and  are  subject 
to  the  conditions  printed  in  the  catalogues. 

Those  sending  Commissions  or  making  enquiries  should  refer  to  the  sale 
code  name  which  is  in  brackets  after  each  sale. 


Wednesday  2nd 

Fine  Jewels  (Lacloche) 

Thursday  3rd 

English  and  Foreign  Coins  and 
Medals  (Minas) 

Thursday  3rd 

English  and  Continental  Furniture, 
Objects  of  Art,  Eastern  Rugs  and 
Carpets  (Smirke) 

Thursday  3rd 

'End  of  Bin'  Sale  of  Miscellaneous 
Wines,  Champagne  and  Spirits  (Hoyo) 

Friday  4th  at  11  a.m.  and  2.30  p.m. 
Important  English  and  Continental 
Pictures  of  the  19th  and  20th 
Centuries  (Lucia) 

Monday  7th  at  10.30  a.m. 
Fine  Continental  Porcelain  and 
SnufT-Boxes  (Kirchner) 

Monday  7th 

Persian  and  Islamic  Works  of  Art 

(Islam) 

Tuesday  8th 

English  Drawings  and  Watercolours 

(Horace) 

Tuesday  8th  at  10.30  a.m.  and  2.30  p.m. 
Japanese  Works  of  Art  (Hizen) 
Wednesday  9th  at  10.30  a.m. 

Important  Natural  History  Books, 
Travel  and  Atlases  (Flora) 

Thursday  10th 

Important  English  Furniture,  Fine 
Objects  of  Art,  Eastern  Rugs  and 
Carpets  (Soane) 

Thursday  10th 

Wines  Lying  Overseas  (Renski) 

Friday  at  1 1  a.m.  and  2.30  p.m. 
Modern  British  Paintings,  Drawings  and 
Sculpture  (Tosca) 

Monday  14th  at  11  a.m.  and  2.30  p.m. 
Fine  English  Porcelain  (Trellis) 

Tuesday  15th 

Old  Master,  English  and  Modern 
Prints  (Simeon) 


Tuesday  15th  at  10.30  a.m. 
Clocks,  Scientific  Instruments  and 
Chronometers  (Ormskirk) 

Wednesday  16th  at  11  a.m.  and 
2.30  p.m. 

The  Winsbury  Collection  of  Arms, 
Armour  and  Militaria  (Part  I)  (Brown) 

Wednesday  16th 

Modern  Sporting  Guns  and  Vintage 
Firearms  (Bruce) 
Wednesday  16th  at  10.30  a.m. 
Fans,  Textiles,  Embroidery,  Lace, 
Costume  and  Uniforms  (Flounce) 
Thursday  17th 

English  and  Continental  Furniture, 
Objects  of  Art,  Eastern  Rugs  and 
Carpets  (Stuart) 

Thursday  17th  at  2.30  p.m.  and 
Friday  18th 

Pictures  by  Old  Masters  (Norma) 

Monday  21st  at  10.30  a.m. 

Fine  English  Pottery  and  Wedgwood 

(Trump) 


German  sporting  crossbow,  with  tortoiseshell 
veneered  stock,  first  half  17th  century,  25i  in. 
To  be  sold  on  Wednesday,  May  16th. 


Tuesday  22nd  at  11  a.m.  and  2.30  p.m. 
Miniatures,  Enamels  and  Objects  of 
Vertu  (Drongo) 

Wednesday  23rd 

Fine  English  and  Foreign  Silver 

(Nasmyth) 

Thursday  24th 

English  and  Continental  Oak  and 
Other  Furniture,  Pewter  and 
Metalwork  (Talman) 

Thursday  24th 

Claret  and  White  Bordeaux 

(Bontemps) 

Thursday  24th  at  2.30  p.m.  and 
Friday  25th 

English  and  Continental  Pictures  of  the 
19th  and  20th  Centuries  (Susannah) 

Spring  Bank  Holiday 

Thursday  31st 

Fine  Continental  Furniture,  Objects  of 
Art,  Eastern  Rugs  and  Carpets 

(Tatham) 

JUNE 

Friday  1st  at  10.30  a.m. 

Fine  Pictures  by  Old  Masters  (Aida) 

Monday  4th  at  1 1  a.m.  and  2.30  p.m. 
and  Tuesday  5th 

Important  Chinese  Ceramics  and  Works 
of  Art  (Ming) 

Monday  4th 

Antique  Arms  and  Armour  (Brunn) 
Tuesday  5th 

Important  English  Drawings  and 
Watercolours 

(Jonathan) 

Wednesday  6th  at  10.30  a.m.  and 
3.00  p.m. 

Printed  Books  (Skye) 
Thursday  7th 

Fine  English  Furniture,  Objects  of 
Art,  Eastern  Rugs  and  Carpets 

(Telford) 

Friday  8th 

English  and  Continental  Pictures  of  the 
19th  and  20th  Centuries  (Ariadne) 


SALES  OVERSEAS 
IN  CANADA 

At  the  Ritz  Carlton  Hotel,  Montreal  on  Wednesday,  May 
2nd  at  8  p.m. 

Important  Paintings,  Drawings,  Watercolours,  Prints  and 
Sculptures  by  Canadian  Artists  (Piper) 

IN  SWITZERLAND 

At  The  Hotel  Richemond,  Geneva  on  Tuesday,  May  8th 
at  3  p.m. 

Important  French  Furniture,  Objects  of  Art,  Clocks, 
Tapestries  and  Carpets  (Pompadour) 


Wednesday  May  9th  at  10.30  a.m. 

Russian  Objects  of  Art,  Faberge  and  Jewellery  (Mogul) 

Wednesday,  May  9th  at  3  p.m. 

Royal  Indian  Jewellery  and  Magnificent  Jewels  (Mogul) 

CHARITY  SALE 

Monday,  June  4th  at  8.30  p.m. 

Pictures,  Drawings,  Furniture,  Jewels,  Silver  and  Porcelain,  on 
behalf  of  The  Save  The  Children  Fund  and  Children  and  Youth 
Aliyah. 

On  view  Friday,  June  1  st  and  on  the  day  of  the  sale  until  3  p.m. 


Our  representatives  in  America : 

New  York:  Terry  T.  Rathbone,  Christopher  Burge,  Robert  Waley-Cohen 

867  Madison  Avenue,  New  York.  N.Y.  10021.  Tel:  (212)  744.4017  Telex: 
New  York  620721.  Cables:  Chriswoods,  N.Y. 


California:  Mrs.  Barbara  Roberts 
450  North  Roxbury  Drive,  Beverly  Hills, 
California  90210. 

Tel:  (213)273.0550.  Telex:  Beverly  Hills  674858. 


Telephone:  (01)  836  9060    Telex:  916429 
8  King  Street  St  James's  London  SWl  Y  6QT         Telegrams:  Christiart  London  swi 
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whole  world  in  itself 

1EKIC0 


m 


r 


A  holiday  within 
everyone's  reach 

An  amazing  mosaic  of  living  civilizations, 
Mexico  has  a  myriad  of  pleasures  to  offer... 
fascinating  pre-Columbian  remains,  the 
charm  of  colonial  towns,  the  splendour 
of  Baroque  art  and  architecture,  colour- 
ful folklore,  a  variety  of  local  crafts, 
beautiful  scenery,  lush  tropical  vege- 
tation, sunny  beaches  lapped  by  crystal- 
clear  waters  where  bathing  can  be 
enjoyed  all  the  year  round...  not  forgetting 
the  hospitality  of  the  Mexican  people. 

Numerous  daily  flights  link  Europe  with  Mexico. 


,  Ask  your  Travel  Agent  


CCNSEJO  NACIONAL  Ot  TURISMO  -  DEPARTMENT!)  DE  TURISMO  -  MEXICO  D.F. 
DELEGATION  GENERALE  POUR  L'EUROPE,  65,  FG  SAINT-HONORE,  75008  PARIS 
utYir»v  rnnRKT  ntnn:      oiKucm.  Etoncc  .xiiiuifiiLx^-^. 


COLNAGHI'S 

are  pleased  to  announce 
the  opening  of  their 
Modern  Print  Gallery 
with  the  exhibition 


From  Millais  to  Miro 

European  Prints  1855-1955 

Illustrated  catalogue  available  75p 

May  1st  -  June  1st 


14  Old  Bond  Street 
London,  W.1. 


01-493  1943 


cables:  Colnaghi,  London       HENRI  MATISSE 


Femme  et  Fleurs,  1923-4 


KENNETH  BROWN 

JEWELLERS    •    ASIATIC  ART 


INC. 


Box  in 


1 1 44  Prospect  St. 
La  Jolla,  California  92037 


454-2700 


Porcelain  figure  of  a  young 
scholar  decorated  in  blue  and 
white  holding  a  double  gourd 
in  his  left  hand.  One  of  a  pair. 
Early  Ching  Dynasty. 
Figure  15  inches  high; 
base  4i  inches  high. 
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AUKTIONEN  MAI/JUNI  1973 


GALERIE  ROLLER 

8001  ZURICH      RAMISTR  ASSE  8       TEL.  01/475040 


VORANZEIGE 

BEDEUTENDE  Auktionen 

vom  22.  Mai  bis  9.  Juni  1973 
VORBESICHTIGUNG 

vom  8.  bis  20.  Mai,  durchgehend  von  10  bis  22  Uhr 
Samstag,  den  20.  Mai  —  letzter  Ausstellungstag  —  von  10  bis  18  Uhr 

NACHLASS  EINES  SCHWEIZER  UHRENINDUSTRIELLEN, 
INVENTAR  EINES  GROSSEN  ZURCHER  PATRIZIERHAUSES. 
BEDEUTENDE  IN-  UND  AUSLANDISCHE  NACHLASSE  UND  SAMMLUNGEN,  teils  aus  furstlichem  Besitz. 

Wir  versteigern: 

Bedeutende  GEMALDE  vom  17.  bis  20.  Jh.  (Picasso,  Toulouse-Lautrec,  Renoir,  Chagall,  Bonnard,  Manet,  Vuillard,  Mangui 

Flegel,  Hollandische  Meister  des  17.  Jh.  und  Schweizer  Meister  etc.). 
Auflergewohnliches  FRANZDSISCHES  MOBILIAR  des  18.  Jh.,  teils  signiert.  Louis  XV-Boiserie. 
BUR.GERLICHE  UND  RUSTIKALE  MDBEL  des  17.  bis  19.  Jh. 
UHREN  des  16.  bis  19.  Jh.,  PRUNKPENDULEN  und  CARTELS. 
WISSENSCHAFTLICHE  INSTRUMENTE.  WAFFEN. 
JUWELEN,  SILBER,  DOSEN,  MINIATUREN. 
JUGENDSTIL,  GLAS. 
GRAFIK,  HELVETICA,  PFERDESTICHE,  BUCHER. 
SAMMLUNGSTEPPICHE,  SEIDENTEPPICHE,  WANDTEP P I C H E . 
EUROPAISCHE  PORZELLANE  UND  FAYENCEN.  ASIATISCHE  KERAMIK. 
KUNST  AUS  PERSIEN:  Keramik,  Glas,  Luristan-Bronzen. 
Bedeutende  ASIATISCHE  KUNST:  aus  Tibet,  Nepal,  Indien,  China,  Japan, 
darunter  seltene  Bronzen  und  Thankas 
sowie  viele  weitere  Antiquitaten  und  Objekte. 

GROSSER  ILLUSTRIERTER  KATALOG  AUF  BESTELLUNG  Fr./DM  25.-. 


Friihe  Boulle-Kommode,  Paris  um  1680.  Rotes  Schildpatt  mit  Messing-Intarsien. 


1  Paar  gravierte  Deckeldosen,  Vermeil,  Augsburg,  1695—1700  (R  194  A). 
Meistermarke  R  757  e— f.  Beide  Dosen  im  Rosenberg  erwahnt.  Ehemals  Sammlung  Boskowitz,  Wien. 


Preliminary  Notice 
Important  Sales  by  Auction 

May  22nd  to  June  9th,  1973 
PREVIEW 

May  8th  to  20th,  daily  from  10  a.  m.  throgh  10  p.  m. 
On  Saturday,  May  20th,  last  day  of  exhibition,  from  10  a.  m.  to  6  p.  m. 

ESTATE  OF  A  SWISS  WATCH  MANUFACTURER, 
CONTENTS  OF  A  ZURICH  MANSION. 
IMPORTANT  SWISS  AND  FOREIGN  ESTATES  AND  COLLECTIONS,  many  from  noble  houses. 

We  are  selling  by  auction: 

IMPORTANT  PAINTINGS  of  the  17th  to  the  20th  century  (Picasso,  Toulouse-Lautrec,  Renoir,  Chagall,  Bonnard,  Manet, 
Vuillard,  Manguin,  Flegel,  17th  century  Dutch  masters  and  Swiss  painters). 
OUTSTANDING  FRENCH  18th  century  FURNITURE,  many  pieces  signed.  Wainscoting  Louis  XV. 
GOOD  EUROPEAN  and  RUSTIC  FURNITURE,  17th  to  19th  century. 
CLOCKS  of  the  16th  to  the  19th  century.    DE  LUXE  BRACKET  CLOCKS  and  CARTELS. 

SCIENTIFIC  INSTRUMENTS.  ARMS. 
JEWELS,  EUROPEAN  SILVER,  GOLD  SNUFF  BOXES,  MINIATURES. 
ART  NOUVEAU,  CUT  GLASS. 
GRAPHIC  ART,  HELVETICA,  SPORTING  PRINTS,  BOOKS. 
SILK  CARPETS,  PERSIAN  CARPETS.  TAPESTRIES. 
EUROPEAN  PORCELAIN  and  POTTERY.  ASIATIC  CERAMICS. 
PERSIAN  ART:  Ceramics,  glass,  Luristan  bronzes. 
IMPORTANT  ASIATIC  ART  (from  Tibet,  Nepal,  India,  China,  Japan;  rare  bronzes  and  Thangkas). 


LARGE  ILLUSTRATED  CATALOGUE  UPON  REQUEST  (SFr.  25.-) 


12  Doppelhenkeltassen  mit  Unterteller.  Reliefdekor.  Meissen  um  1735.  In  roter,  goldbemalter  Lack-Kassette. 


Kommode,  Louis  XV,  Paris,  signiert  C.  LANDRIN. 


Bureau  Plat,  Louis  XV,  Paris,  signiert  MIGEON 


6  Pendulen  aus  unserer  reichhaltigen  Sammlung. 


PREAVIS 

IMPORTANTES  VENTES  AUX  ENCHERES 

du  22  mai  au  9  juin  1973 
EXPOSITION 

du  8  au  20  mai,  tous  les  jours  de  10.00  a  22.00  heures 
le  samedi,  20  mai,  dernier  jour  de  l'exposition,  de  10.00  a  18.00  heures 

SUCCESSION  D'UNE  PERSONNALITE  DE  L'INDUSTRIE  HORLOGERE  SUISSE 
INVENTAIRE  D'UNE  MAISON  PATRICIENNE  ZURICHOISE 
DIFFERENTES  SUCCESSIONS  ET  COLLECTIONS  SUISSES  ET  ETRANGERES 
PROVENANT  EN  P ARTIE  DE  FAMILLES  PR1NCIERES 

La  vcnte  contiendra: 
Importante  collection  de  TABLEAUX  DE  MA1TRES  du  17cme  au  20eme  siecle 
(Picasso,  Toulouse-Lautrec,  Renoir,  Chagall,  Bonnard,  Manet,  Vuillard,  Manguin,  Flegel,  Ecole  hollandaise  du  17eme  siecle, 

Ecole  Suisse,  etc.). 

Rare  MOBILIER  FRANCAIS  du  18eme  siecle,  en  partie  estampille.  Boiserie  d'epoque  Louis  XV. 
Beaux  MEUBLES  europeens  et  rustiques  du  17eme  au  19eme  siecle. 
HORLOGES   du  16eme  au  19eme  siecle.  PENDULES  et  CARTELS  en  corne  ecaille  et  vernis-martin 

INSTRUMENTS  SCIENTIFIQUES,  ARMES. 
JOAILLERIE,  ARGENTERIE,  BOITES,  MINIATURES. 
ART-NOUVEAU,  VERRERIE. 
GRAVURES  ANCIENNES  ET  MODERNES.  GRAVURES  SUISSES  et  de  Sport,  LIVRES. 
Beaux  TAPIS  DE  SOIE,  TAPIS  PERSANS.  TAPISSERIES. 
Belles  PORCELAINES  et  FAYENCES  europeennes  et  d'Extreme-Orient. 
ART  PERSAN:  Ceramique,  verrerie  et  bronzes  du  Louristan. 
Importante  collection  d'ART  D'EXTREME-ORIENT  (Chine,  Japon,  Indes,  Nepal,  Tibet), 
comprenant  entre  autres  de  magnifiqucs  Bronzes  et  des  Thangkas. 
Ainsi  que  beaucoup  d'antiquites  et  d'objets  divers. 

GRAND  CATALOGUE  ILLUSTRE  SUR  DEMANDE  sFr.  25.-. 


Stiihle.  Louis  XV.  Paris,  sieniert  GOURDIN. 


4  Fauteuils,  Louis  XV,  Pans,  signiert  GOURDIN, 


Tibetische  Mandala,  17.  Jh.  Vergoldete  Bronze  mit  Edelsteinen  besetzt. 


PREAVVISO 

IMPORTANTI  VENDITE  ALL'ASTA  DI  ANTICHITA 

dal  22  maggio  fino  al  9  giugno  1973 
VISITE  INFORMATIVE 

dall'  8  fino  al  20  maggio,  ininterrottamente  dalle  ore  10.00  fino  alle  ore  22.00 
Sabato,  20  maggio  —  ultimo  giorno  d'esposizione,  dalle  ore  10.00  fino  alle  ore  18.00 

IMPORTANTI  EREDITA  E  RACCOLTE  NAZIONALI  ED  ESTERE, 
IN  PARTE  PROVENIENTI  DA  PROPRIETA  PRINCIPESCHE. 
EREDITA  DI  UN  INDUSTRIALE  OROLOGIAIO  SVIZZERO. 
PROPRIETA  DI  UNA  GRANDE  CASA  ZURICHESE. 


Verranno  messi  all'asta: 

portanti  PITTURE  dal  17°  fino  al  20°  secolo  (Picasso,  Toulouse-Lautrec,  Renoir,  Chagall,  Bonnard,  Manet,  Vuillar 

Manguin,  Flegel,  Bullinger). 
Meravigliosi  MOBILI  FRANCESI  del  18  °  secolo,  in  parte  firmati.  Boiserie  Louis  XV. 
MOBILI  BORGHESI  E  RUSTICI  dal  17°  fino  al  19°  secolo. 
OROLOGI  dal  16  0  fino  al  19  °  secolo.  OROLOGI  A  PENDOLO  LUSSUOSI. 
ISTRUMENTI  SCIENTIFICI.  ARMI. 
GIOIELLI,  ARGENTERIA,  SCATOLETTE,  MINIATURE. 
ART  NOUVEAU,  VETRERIE. 
GRAFICI,  HELVETICA,  INC1SIONI  ACQUAFORTE  MOTIVI  DI  CAVALLI.  LIBRI. 

TAPPETI  DA  RACCOLTA  E  PER  USO.  ARAZZI. 
PORCELLANE  EUROPEE  E  MAIOLICHE  DI  FAENZA.  CERAMICHE  ASIATICHL. 
ARTE  PERSIANA:  Ceramica,  bronzi,  vetrerie,  bronzi  Luristan. 
lmportante  COLLEZIONE  ASIATICA  dal  Tibet,  Nepal,  India,  Cina,  Giappone,  tra  la  quale  bronzi  e  Thangka. 


GRANDE  CATALOGO  ILLUSTRATO  SU  ORDINAZIONE  Fr.  25.-. 


Auswahl  aus  der  Sammlung  Persische  Kerami;- 


HENRI  DE  TOULOUSE-LAUTREC.  Ol  auf  Lwd.  55X46  cm.  Lit.:  J.  Lassaigne.  Ed.  Hyperion  1939.  Abb.  S.  155. 


PIERRE  BONNARD  «La  Terrasse»,  1897.  Ol  auf  Lwd.  19X35  cm 
Lit.:  F.-J.  Beer,  Ed.  Francaises  d'Art,  Abb.  S.  57;  J.  et  H.  Dauberville,  J.  et  H.  Bernheim-Jeune,  Abb.  S.  146. 


APPRAISERS 


H.        McNIERNEY,  STALKER  &  BOOS,  INC. 
975    EAST    MAPLE  RDAD 
BIRMINGHAM,    MICHIGAN  48D11 

ON  THE  PREMISES 

By  Order  of  the  Board  of  Trustees,  Lincoln  College,  Lincoln,  Illinois. 
THE  ESTATE  OF  DR.  KARL  A.  MEYER 

Kam  Lake  Farm,  Gilman,  Illinois 

will  be  sold  at  Public  Auction  by 
H.  O.  McNierney,  Stalker  &  Boos,  Inc.  975  E.  Maple  Road,  Birmingham,  Michigan  4801 1 

on  Saturday,  June  9,  1973,  Sunday,  June  10,  1973  and  Monday,  June  n,  1973 

On  view  Friday,  June  8,  1973,  from  10.30  a.m.  to  5.00  p.m. 
Illustrated  Catalogues:  Antique  Furniture,  Paintings,  Graphics,  Oriental  Carpets,  Silver,  Porcelains,  Lighting  Devices,  Etc. 
$5.00  Postage  Paid.  Book  and  Manuscripts  $2.50  Postage  Paid.  Both  $6.50  Postage  Paid. 

This  superb  collection  includes  fine  American,  English,  and  Continental  antique  furniture  including  three 
sets  of  1 8th  Century  English  dining  chairs,  American  Sheraton  cylinder  roll  desk,  and  an  American 
gentleman's  secretary,  (Salem,  Mass.)  of  unusually  large  proportions,  American  paintings,  watercolours, 
and  graphics  by  or  attributed  to  G.  E.  Brown,  W.  M.  Chase,  Fuller,  Harnett,  E.  Johnson,  Keith,  Ranger, 
W.  T.  Richards,  C.  M.  Russell,  Spencer,  Tarbell  and  Whistler,  etc.  are  included. 

English  artists  represented  are  Rosa  Bonheur,  Daubigny,  Ellminger,  G.  H.  Harlow,  Harpignies,  Josef 
Israels,  J.  E.  Meadows,  X.  A.  Monchablon,  G.  Morland,  Allen  Ramsey,  Odilon  Redon,  Leon  Richet, 
George  Stanfield,  L.  Survage,  L.  A.  Tadema,  Fritz  Thaulow,  Van  Marcke,  and  W.  F.  Witherington 
amongst  others. 

The  library  contains  well  over  6,000  volumes  including  fine  bindings;  American  first  editions;  English 
first  editions;  letters  and  documents  signed  by  various  presidents;  collections  of  Audubon,  Mark  Twain, 
Rudyard  Kipling,  Lewis  Carroll,  Charles  M.  Russell,  Harriet  Beecher  Stowe,  Lincolniana,  the  Civil  War, 
art  books,  and  Foredge  paintings. 

In  addition,  there  is  fine  Georgian  and  other  silver,  (including  a  large  1850  Tiffany  tea  service), -  porce- 
lains, Oriental  carpets,  crystal  chandeliers,  etc. 


American  Queen  Anne  tigre  maple  flat-top 
lngliboy  -  Connecticut  circa  1760 
111  I  /o  parts,  the  upper  with  four  graduated  long 
drawers,  the  base  with  two  long  drawers,  the 
lower  of  which  is  panelled  with  three  short 
dummy  drawer  fi  ->nts,  the  centre  one  with 
shell  carving,  the  shaped  apron  with  acorn 
finials  on  cabriole  legs  terminating  in 
pad  feet.  6'  1",  38"  wide. 


WILLIAM  M.  HARNETT 
"Still  Life" 
Lit  pipe  with  tobacco  j.  r 
Signed,  dated  1878 


SHOWCASE 


Tea  caddy.  Thomas  Daniel. 
London,  1778. 

RALPH  McCORMICK 
59  SOUTH  AUDLEY  STREET 
GROSVENOR  SQUARE 
LONDON  W.I  01-493  4350 


S.  and  K.  Morris 

Six  Bells,  Pathlow, 

Stratford-upon-Avon. 

Tel:  Stratford  43  50 

19th  Century  paintings 

and  watercolours. 
Specialising  in  works  by 
Pre-raphaelite  and  Birmingham 
and  West  Midlands  artists. 

List  on  request 

By  appointment  only 


FINANCE 

FOR 

IMPORTERS 


UP  TO 
180  DAYS 

Wa  piy  your  supplier  world-wida, 
and  draw  a  180  day  bill  on  you. 

Write  for  full  details  today  advising 
name  and  address  of  your  bonkers 

PHENSHIP 

CONFIRMING  HOUSE 

17  AMBROSE  AVE  ,  LONDON  N.W.11, 
ENGLAND  PHONE  01-4585909 


Tea  pot,  William  Davics. 
Edinburgh,  1778. 


RALPH  McCORMICK 
59  SOUTH  AUDLEY  STREET 
GROSVENOR  SQUARE 
LONDON  W.i  01-493  43 


GEORGE  I  set  of  3  octagonal  casters. 
1726  by  Starling  Wilford. 
Height  ft"  41  -fi- 
de HaviUand  (Antiques)  Ltd. 
41,  Old  Bond  Street, 
London,  W.I 
Tel.  01-493  4392 


Out-of-London  prices  for  quality  18th, 
19th  and  20th  Century  oils  and  water- 
colours. 

MAIL  ORDER  SERVICE 
send  for  details 

BOURNE  GALLERY 

Dept.  CO,  Lesbourne  Road, 
Reigate,  Surrey.  RH2  7JF. 
Tel:  Reigate  44835/6/7/8 


WvtyldLiib  jtlanor 

Antiques! 

in  the  village  of  Lustleigh 

(off  the  Bovey  Tracey-Moretonhampstead 
Road) 

in  the  County  of  Devon 

VICTORIAN  GLASS,  POTTERY, 
PORCELAIN,  SILVER,  COPPER 
AND  BRASS 

MONDAY-FRIDAY  9.30-5.30 
or  by  appointment 
(Lustleigh  326) 


Connoisseur  &nttguei 

(Peter  and  Oueenie  Kaufmann) 

29  Meeting  House  Lane 
Brighton.  Sussex  BN1  1HB 


We  hold  one  of  the  most  comprehensive  co 
ions  of  FINE  CARRIAGE  CLOCKS.  Y01 
quiries  are  invited  bv  'phone,  letter  or  persona 
GRAND  SONNERIES,  QUARTER  REPl 
ERS,  FINE  CASES  BY  BEST  MAI 
ALWAYS  IN  STOCK. 


FIREARMS  U.50 

From  all  good  booksellers  or  from 

THE  (  ONNOISSEUR  BOOK  DIVISION, 

CHESTERGATE  HOUSE, 

VA1  \ll  OJL  HI' i  KJE  ROAD,  SW1V  1HF 


CHINESE 


GALLERY 


Bee  Hwe  Honey  Pot  George  III  1 801  Sheffield 
Weight  3  ozs.  1 3  dwts.  Maker  T.  Law 

R.  E.  PORTER 

2  and  4  POST  OFFICE  ROAD 

BOURNEMOUTH  Bournemouth  24282 


Antique 
hand-embroidered 

figures  of  2 
Immortals.  Ho-Ho. 
1  8th  century. 
26-  x  30'. 


ANTIQUE 
TAPESTRIES 

AND 
EMBROIDERIES 


40  Great  Russell  St.. 
London  W.C.1. 
(580-7538) 


A  very  attractive  octagonal  pepper  pc 
London  1721 
By  Edward  Jones  (probably). 
Weight  2%  ozs. 
Height  3j  ins. 

H.  R.  JESSOP  Ltd. 

3  MOTCOMB  ST.,  BELGRAVE  SQ. 
LONDON  S.W.I.  01-23 


178  I  LfiVERPORT 


ODOR  WftGRER 

ROfiD  TOR0RT0  5,  0RT.  CflRflDfl   962-  0438 


NEWHOUSE 

GALLERIES,  Inc. 

Established  187S 


ROMEO  AND  JULIET 

By 

BENJAMIN  WEST 

(1738  -  1820) 
Signed  and  dated  1778 
Size  44^  x  59  inches 


19  East  66th  Street    New  York  City 

Telephone:  (212)  TR  9  -  1700       Cables:  EMAYENGAL 


87 


Catljeralte  of  Chester 


Established  1909 

Tudor  House 
Lower  Bridge  Street 
Chester  20095 


Old  English  Furniture  and 
Sporting  Pictures 


4/  S3.    $atn&)  4  &ace,  Earned  a.  S&ndon 


DUITS  LTD 

Old  Masters 


67-68  JERMYN  STREET    .   ST.  JAMES'S    .    LONDON  SWiY  6NY 
Telephone  01-930  7440  &  5288 


GARRARD  WISH  TO  PURCHASE 

Jewellery  and  silver  by  Robert,  James  or 
Sebastian  Garrard.  Most  pieces  will  be  marked 
'Panton'  or  'Albemarle'  Street. 

GARRARD 

The  Crown  Jewellers 
112  Regent  Street,  London,  W1A  2JJ  Tel:  01-734  7020 


CHARLES  WOOLLETT  &  SON 

(Member  of  The  B.A.D.A.  Ltd.) 


One  of  a  fine  pair  of  Regency  Rosewood  Library 
Tables,  each  with  a  rectangular  top  with  rounded 
corners  and  a  frieze  with  giltwood  moundings 
containing  two  real  and  two  dummy  drawers,  raised 
on  trestle  supports  with  giltwood  scroll  brackets  and 
gadrooned  feet.  eft.  6in.  wide  by  2ft.  3^in.  deep. 

59/61  WIGMORE  STREET  LONDON  W1H  9LF 

Established  1889  Phone  01-935  8664 


Rupert  Preston  Ltd. 

17  KING  STREET.  St.  James's,  London  S.W.1  01-930  1794 

Specialist  in  early 
Marine  Paintings 


EDWARD  SPEELMAN  LTD 

Old  Masters 

EMPIRE  HOUSE,  175  PICCADILLY 
LONDON  W1V  ONP 
01-493  0657 


From 


Detailed  Editorial  Indexes  for  The  Connoisseur 
are  published  three  times  a  year  at  5op  each 
(plus  lip  postage) 

The  Circulation  Dept.,  The  National  Magazine  Co.  Ltd., 
22  Armoury  Way,  London,  SW18  lHA 


FOR  SALE  PRIVATELY 

Sioux  Canvas  Teepee  from  the  Pine  Ridge  Reservation 
Circa   1895.    Painted   animal  and  other  designs.  Former 
Heye  Foundation  Collection,  perfect  condition. 
Boite  Postal  1 6;  Les  Paccots,  Switzerland. 


ALAN  JACOBS  GALLERY 

MEMBER  OF  THE  SOCIETY  OF  LONDON  ART  DEALERS 

SPRING  EXHIBITION  OF  FINE 
XVIIth  CENTURY 
DUTCH  &  FLEMISH  OLD  MASTERS 

until  Saturday  30th  June 


drian  galleries 


DON  VAN  DALL 

Paintings 
Until  May  14 

5-7  porchester  place,  marble  arch,  london  w2  01  -723  9473 
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Whitchurch  on  Thames 
from  Pangbourne 

by  CHARLFS  PETTITT 

Signed  with  monogram 
and  dated  1876 

Oil  on  canvas 
12x20  ins. 


H.  S.  WELLBY 

Antique  English  and  Continental  Silver      Minor  Paintings 


16c  Grafton  Street,  London,  W.i 

Telephone:  01-493  1597 


5TDIMI1 

Diamond  &  Fine  Art  Co.  Ltd. 

3  c/  Brook  Street,  Mayfair, 
London  Wi. 

Telephone  01-499  0921 


Chippendale  period  Cuban 
Mahogany  Kneehole  desk,  with 
fully  fitted  top  draw  c.  1770 
Length  35"  Width  22"  Height  32i" 


also  at 
43  High  Street, 
Hoddesdon,  Herts. 
(Hoddesdon  6454J) 


and  8  Bath  Street, 
St.  Helier, 
Jersey,  C.I. 
(Jersey  Central  34689) 
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The  Connoisseur 


Register  Advertisements 


:OR  SALE 


WANTED 


'5ft.  run  antique  golden  oak  panelling  8'  3"  h.  carved  rail.  45ft 
un  of  similar  4'  3"  h.  3  heavy  carved  oak  mantelpieces.  Inspection  by 
ippointment.  Offers  in  writing  to  Andrew  &  Ashwell,  53  London  Road, 
.eicester,  LE2  OPG. 


Wanted:  Old,  non-humorous  legal  prints,  etchings,  engravings 
of  trials,  judges,  court  scenes,  anything,  relating  to  judiciary  or  politics. 
Wanted  also  bronzes  of  Russian  Cossacks.  Write  Hyder,  1918  Com- 
merce Building,  Fort  Worth,  Texas  76102,  U.S.A. 


Jnique  and  exceptional  example  of  under-glaze  colour  picture  print 
>n  Pratt  Pot  Lid:  The  Second  Appeal,  First  Issue.  Pristine  condition, 
lold  band  embellishment.  Soft  blue  velvet  mount  dated  1883.  Box  No. 
{663. 


Did  Prints.  Unrivalled  selection  on  all  subjects,  also  ORIGINAL 
)RAWINGS,  RARE  BOOKS  and  AUTOGRAPH  MANUSCRIPTS, 
lallers  by  appointment  only,  telephone  01-262  5439.  Walter  T. 
ipencer,  specialists  since  1 856. 47  Upper  Berkeley  Street,  London,  W.1 . 


Wanted:  Oil  Paintings  signed  Gamba  de  Preydour  (French).  Send 
full  particulars:  Coleman  Mopper,  M.D.  8363  Hendrie  Blvd.,  Huntington 
Woods,  Michigan  48070  U.S.A. 


Watercolours  -  Well-known  collector  of  early  English  Watercolours 
wishes  to  buy  fine  quality  authentic  Watercolours  by  all  well-known 
Artists  and  in  particular  works  by  the  following  -  Nicholas  Pocock, 
John  Glover,  Charles  Bentley,  T.  S.  Robins,  W.  R.  Beverley,  David 
Bates,  Samuel  Owen,  Wm.  Payne,  Clarkson  Stansfield,  Edward  Tucker, 
James  Orrock,  Burrell  Smith,  John  Mogford,  J.  H.  Mole,  G.  J.  Knox, 
Charles  Vacher,  1.  M.  Richardson  Snr.,  Jnr.,  and  other  members  of 
his  family,  Louise  Rayner,  T.  B.  Hardy,  L.  C.  Powles,  W.  Earp  (Brighton)' 
Cornelious  Pearson,  F.  J.  Aldridge,  George  Balmer,  Amos  Green,  G.  B. 
Campion,  Edward  Duncan,  Thomas  Hart,  J.  M.  Ince,  John  Linnell, 
Thomas,  Sunderland,  Wm.  Wyld.  Full  details  to  Box  No.  8664. 


Jnusually  Fine  Collection  of  Antique  Chess  Sets  of  all  types, 
ill  in  perfect  condition.  Contact:  Rima  Greenberg,  320  West  86th 
Street,  N.Y.C.,  N.Y.  10024.  212-873-5990. 


Detailed  Editorial  Indexes  for  The  Connoisseur  are  published  three 
imes  a  year  at  50p  each  (plus  2^p  postage).  From  The  Circulation 
Dept.,  The  National  Magazine  Co.  Ltd.,  22  Armoury  Way,  London,  S.W.18. 


Numbers  of  The  Connoisseur  from  1934  to  1962  ring  242  7171 
-5  p.m.  or  602  2472  after  7  p.m. 


beautiful  Victorian  Silver  Plated  Soup  tureen  with  lid,  pair  of 
:andlesticks  and  salver.  Offers.  Maidstone  45949  (evenings). 


MISCELLANEOUS 


Renaissance  Polish"  Versatile  translucent  wax  that  gently  lifts  the 
grime  of  antiquity  from  all  surfaces,  leaving  them  delightful  to  see  and 
touch.  Made  by  special  authority  of  the  British  Museum  and  supplied 
to  professional  restorers  everywhere.  Renaissance  is  now  available 
privately  by  mail  order  to  readers  of  THE  CONNOISSEUR,  at  Chestergate 
House,  Vauxhall  Bridge  Road,  London,  SW1V  1HF.  Price  per  can 
US/Canada:  $2.60.  Mailing  costs  per  can,  by  air:  $2.60;  surface:  $1 .60. 
Price  per  can  UK  and  overseas:  £1.00.  Mailing,  per  can:  UK  15p; 
overseas  50p.  10%  discount  overall  on  orders  of  six  or  more. 
V.A.T.  at  10%  should  be  added  to  the  net  cost  of  all  orders  in  the  U.K. 
•  ('Exceptional . . .  unique  wax  polish' -THE  CONNOISSEUR,  Oct.  1 970). 


Antiques  in  Britain.  184  page  Guide  Book/Price  Guide.  £1.69  ($5). 
he  Old  Town  House,  Wendover,  Bucks. 


Professional  Photographer  will  photograph  your  antiques,  anywhere. 
01-274  2602:  Academy  Photos,  13/15  Shakespeare  Road,  London 
SE24  OLA. 


EUROPEAN  AND  AMERICAN  POSTERS  AND  BROADSIDES. 

840-1 940's.  Various  subjects.  A  large,  varied  selection,  reasonably 
|  >riced.  Photo  illustrated  catalog  $2.00,  airmail.  Miscellaneous  Man, 
728  Thames  Street,  Baltimore,  Maryland  21231  U.S.A. 


Register  advertisements  are  15p  per  word,  minimum  £2.25  for  15  words, 
which  must  be  prepaid  and  sent  to  the  Advertisement  Manager. 
THE  CONNOISSEUR.  CHESTERGATE  HOUSE.  VAUXHALL  BRIDGE 
ROAD,  LONDON.  SW1V  1HF.  (01-834  2331).  Addresses  or  Box 
Numbers  must  be  inserted  and  replies  to  the  latter  should  be  clearly 
marked  with  the  Box  Number.  The  Proprietors  of  The  Connoisseur  accept 
no  responsibility  for  any  sales  affected. 
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Sotheby's 

Tuesday,  8th  May  at  10.30  am 

EARLY  NINETEENTH  CENTURY 
ENGLISH  AND  FINE 
WELSH  PORCELAIN 


A  London-dccoratcd  Nantgarw  plate,  10  in.,  mark  imprcs 


A  Nantgarw  plate  decorated  in  London,  10  in.,  mark 
impressed 


Part  of  a  Chamberlains'  Worcester  landscape  Dessert  Sen  1, 
with  the  arms  of  Booth,  script  marks  in  red 


iotheby's 


,  ttday,  21st  May  at  11  am 

(IMS  AND  ARMOUR  FROM  THE  COLLECTION  OF 
|HE  LATE  WILLIAM  GOODWIN  RENWICK 
UROPEAN,  part  IV) 


irembcrg  wheel-lock  Holster  Pistol  (Puffer),  last  quarter  of  the  16th  century 


•f  Silesian  light  wheel-lock  Carbines,  mid-i7th  century,  32J  inches 


Sotheby's 


Monday,  4th  June  at  11.00  am 

FINE  PORTRAIT  MINIATURES, 
SILHOUETTES  AND  VERY  FINE 
GOLD  BOXES  AND 
OBJECTS  OF  VERTU 


Queen  Elizabeth  I  by  Nicholas  Hilliard, 
oval,  1 1  inches 


A  Young  Boy  by  Samuel  Shelley, 
oval,  2\  inches 


A  Lady  by  Walter  Jordan, 
oval.  2  inches 


S 


A  Gentleman  by  John  Smart, 
signed  and  dated  177 1, 
oval,  if  inches 


A  Gentleman  by  Nathaniel  Plimcr, 
oval,  i  \  inches 


Mary  Manley,  aged  18  by  Walter  Lethbridge, 
signed  and  dated  1808, 
oval,  3  inches 


Arthur  Wellesley,  1st  Duke  of  Wellingtc 
by  Charles  ShirrerT,  signed  and  dated 
Calcutta  1804,  oval,  2  J  inches 


Sotheby's 


(Affiliated  Company:  Sotheby  Parke  Bernet,  New  York) 


hold  the  following  sales  in  May/June  each  sale  beginning  at  1 1  am  unless  otherwise  stated 

»N  VIEW  AT  LEAST  TWO  DAYS  PRIOR       ALL  CATALOGUES  POST  FREE 


■uesday,  1st  May  at  10.30  am 
Chinese  Ceramics  and  Works  of  Art 
Vednesday,  2nd  May  at  Belgravia 
English  and  Continental  Furniture, 
Ironzes,  Clocks,  Textiles,  Papier 
dache  and  Works  of  Art,  1830-1930 

Vednesday,  2nd  May 

lodern  British  Drawings,  Paintings 

nd  Sculpture 

fhursday,  3rd  May  at  10.30  am 
mportant  Jewels 
Tiiirsday,  3rd  May  at  2.30  pm 
eighteenth  and  Nineteenth  Century 
)ra wings  and  Watercolours 
Thursday,  3rd  May  and  following  day  at 
■  pm  at  1 1 5  Chancery  Lane,  London 
NC2A  iPX  (Hodgson's  Rooms) 
'rinted  Books 

Thursday,  3rd  May  at  Belgravia 

.nglish  and  Foreign  Silver  and  Plated 

Vares,  1825-1940 

riday,  4th  May  at  10.30  am 

indent,  English  and  Foreign  Coins 

riday,  4th  May 

English  Furniture,  Barometers,  Rugs 
nd  Carpets 

Honday,  7th  May  and  following  day 
'rinted  Books 
.'uesday,  8th  May  at  10.30  am 
sarly  Nineteenth  Century  English 
nd  Fine  Welsh  Porcelain 
'uesday,  8th  May  at  Belgravia 
'ictorian  Paintings,  Drawings  and 
Vatercolours 
Vednesday,  9th  May 
)ld  Master  Paintings 
Vednesday,  9th  May 
ine  Wood  and  Ivory  Netsuke 
hursday,  10th  May 
nglish  and  Foreign  Silver 
'  hursday.  10th  May  at  Belgravia 
nglish  Porcelain,  Staffordshire 
igures,  Potlids  and  Goss 
riday,  nth  May 

nglish  Furniture,  Rugs  and  Carpets 
nd  Works  of  Art 

Monday,  14th  May 

in  Interesting  Collection  of  Medical 
nd  Pharmacological  Books 

londay,  14th  May 

nglish  and  Continental  Glass  and 
)rinking  Glasses 
londay,  14th  May  at  2.30  pm 
Egyptian,  Western  Asiatic,  Greek, 
truscan  and  Roman  Antiquities, 
lamic  and  Isnik  Pottery,  Tibetan 
ankas,  Nepalese,  Tibetan  and 
idian  Art 


Tuesday,  15th  May  at  10.30  am 
Chinese  Export  Porcelain  and  Works 

Tuesday,  15th  May 

Printed  Books  including  a  collection 
of  Hebraica 

Wednesday,  16th  May 

Old  Master  Paintings 

Wednesday,  16th  May  at  Belgravia 

English  and  Continental  Furniture, 

Bronzes,  Clocks  and  Works  of  Art, 

1830-1930 

Thursday,  17th  May 

Highly  Important  English  and 

Foreign  Silver 

Thursday,  17th  May  and  following  day  at 
1  pm  at  1 1 5  Chancery  Lane  London 
WC2A  iPX  (Hodgson's  Rooms) 
Printed  Books 
Thursday,  17th  May 
Old  Master  Engravings,  Etchings 
and  Woodcuts 
Friday,  18  th  May 

Good  English  Furniture,  Rugs  and 
Carpets 

Friday,  1 8th  May  at  Belgravia 
Nineteenth  and  Twentieth  Century 
Collectors'  Items 

Monday,  21st  May 
Arms  and  Armour 

Monday,  21st  May 

Fine  Watches  and  Clocks  and  Good 

Scientific  Instruments 

Monday,  21st  May  and  following  day 

Nineteenth  Century  and  Modern 

First  Edition  and  Presentation  Copies 

Tuesday,  22nd  May 

Continental  Pottery  and  Porcelain 

Tuesday,  22nd  May  at  Belgravia 

Victorian  Paintings,  Drawings  and 

Watercolours 

Wednesday,  23rd  May  at  10.30  am  and 
2.30  pm 

Japanese  Swords,  Sword  Fittings 

and  Armour 

Wednesday,  23rd  May 

Eighteenth,  Nineteenth  and 

Twentieth  Century  English  and 

Continental  Paintings 

Thursday,  24th  May 

English  and  Foreign  Silver  and  Plate 

Thursday,  24th  May 

Important  Musical  Instruments 

Thursday,  24th  May 

A  Collection  of  French  and  Italian 

Portrait  Miniatures 

Thursday,  24th  May 

Jewels 

Thursday,  24th  May  at  Belgravia 
Early  Photographs  and  related 
material 


Friday,  25th  May 

English  and  Oak  Furniture,  Rugs 
and  Carpets 

Friday,  25th  May  at  Belgravia 
Natural  History  Specimens 
Wednesday,  30th  May 
Old  Master  Paintings 
Wednesday,  30th  May  at  10.30  am 
Fine  and  Rare  Wines  and  Spirits, 
Vintage  Port  and  Collectors'  Items 
Wednesday,  30th  May 
English  Pottery  and  Porcelain 
Thursday,  31st  May 

English  and  Foreign  Silver  and  Plate 

Thursday,  31st  May  at  2.30  pm 
Eighteenth,  Nineteenth  and 
Twentieth  Century  Drawings 
Thursday,  31st  May  at  Belgravia 
European  Glass  and  Continental 
Ceramics 
Friday,  istjune 

English  Furniture,  Textiles,  Rugs 
and  Carpets 

Monday,  4th  June 
Silhouettes  and  Fine  English  and 
Continental  Portrait  Miniatures 
and  Very  Fine  Gold  Snuff  Boxes  and 
Objects  of  Vertu 
Monday,  4th  June 
Good  Russian  and  Greek  Icons 
Monday,  4th  June  and  following  day 
Valuable  Printed  Books,  Autograph 
Letters  and  Historical  Documents 
Tuesday,  5th  June  at  10.30  am  and 
2.30  pm 

Oriental  Ceramics  and  Works  of  Art 
Wednesday,  6th  funeat  10.30  am 
Important  Gold  Coins  of  the 
Roman  and  Byzantine  Series 
Wednesday,  6th  June 
Eighteenth,  Nineteenth  and 
Twentieth  Century  English  and 
Continental  Paintings 
Wednesday,  6th  June  at  Belgravia 
Fine  English,  Continental  and  Indian 
Furniture,  1830-1930 
Thursday,  7th  June  at  2.30  pm 
Eighteenth,  Nineteenth  and 
Twentieth  Century  English 
Watercolours 

Thursday,  7th  June  at  Belgravia 
English  and  Foreign  Silver  and 
Plated  Wares,  1825-1940 

Friday,  8th  June 

Oak  Furniture,  Works  of  Art,  Rugs 

and  Carpets 

Monday,  1  ith  June 

A  Fine  Collection  of  Netsuke 

and Inro 


Monday,  1 1  th  June  and  following  day 
Atlases  and  Maps,  Americana, 
Voyages  and  Travel,  Autograph 
Letters  and  Historical  Documents 
Monday,  I  ith  June  at  2.30  pm 
Egyptian,  Western  Asiatic,  Greek, 
Etruscan  and  Roman  Antiquities, 
Islamic  Pottery,  Tibetan  Tankas, 
Nepalese,  Tibetan  and  Indian  Art, 
African,  Oceanic  and  American 
Indian  Art 

Tuesday,  12th  June 
Continental  Porcelain 

Tuesday,  12th  June  at  Belgravia 
Victorian  Paintings,  Drawings  and 
Watercolours 

Wednesday,  13  th  June 

Fine  Nineteenth  and  Twentieth 

Century  Continental  Paintings 

Thursday,  14th  June  at  2.30  pm 
Continental  Drawings  and 
Watercolours,  1720-1920 

Thursday,  14th  June  and  following  day  at 
I  pm  at  115  Chancery  Lane,  London 
WC2A  iPX  (Hodgson's  Rooms) 
Printed  Books 

Thursday,  14thJ11nc.1t  Belgravia 
Studio  Ceramics 

Thursday,  14th  June 

English  and  Foreign  Silver  and  Plate 

Friday,  15th  June 

Fine  French  and  Continental 

Furniture,  Tapestries,  Rugs  and 

Carpets 


Sotheby  &  Co.,  A.G., 

18  Bleicherweg  8022  Zurich 

Important  Jewels 

at  the  Doldcr  Grand  Hotel,  Zurich 

Thursday,  17th  May  at  3  pm 


Sotheby's  of  London,  s.r.l. 

Palazzo  Capponi, 

Via  Gino  Capponi  26,  Florence 

Tuesday,  22nd  May  and  following  day 

Furniture  and  Works  of  Art 

Thursday,  24th  May 

Old  Master  Paintings 

Thursday,  24th  May 

French  and  Italian  Portrait 

Miniatures 

Friday,  2S.th  May  and  following  day 
The  Contents  of  the  Villa 
DcIPOmbrellino,  Piazza 
Bellosguardo,  Florence 


ONDON 

atheby  &  Co.,  34-35  New  Bond  Street, 

ondonWiA2AA 

telephone:  01-493  8080 

lelex:  London  24454 

'ekgrami:  Abinitio,  London 

Jtheby's  Belgravia,  19  Motcomb  Street, 

pndon  SWiX  8LB 

telephone:  01-23  5  43 1 1 

btheby  &  Co.,  115  Chancery  Lane, 

ondonWC2A  iPX 

Hodgson's  Rooms) 

'elephone:  01-405  7238 

COTLAND 

»hn  Robertson,  19  Castle  Street, 
dinburgh  hH2  3  AH 
telephone:  03 1-226  5438 
felegrams:  Abinitio,  Edinburgh 

j  NETHERLANDS 

I  'uncan  McLaren, 
l«-osl  in  98  Amsterdam 
I  telephone:  020  225  491 


NEW  YORK 

Sotheby  Parke  Bernet  Inc.,  New  York 
980  Madison  Avenue,  New  York  1002 1 
Telephone:  212-879-8300 
Telex:  New  York  232643 
Telegrams:  Parkgal,  New  York 

CALIFORNIA 

Sotheby  Parke  Bernet  Inc., 

7660  Beverly  Boulevard,  Los  Angeles, 

California  90036 

Telephone:  213-937  5130 

Telex:  677120 

TEXAS 

John  F.  Parkerson,  3 196  Gallena  Post  Oak, 
5015  Westheimer  Road,  Houston, 
Texas  77027 
Telephone:  713-623-OOIO 

ARGENTINA 

William  R.  Edbrooke,  Kerteus 
Antiques,  Libertad  846,  Buenos  Aires 
Telephone:  (41)  Plaza  0831 


CANADA 

Geoffrey  Joyner, 

Sotheby  &  Co.  (Canada)  Ltd.,  Suite  412, 
The  Park  Plaza,  170  Bloor  Street  West, 
Toronto  180,  Ontario 
Telephone:  416-924  1196 

FRANCE 

Valentin  Abdy, 
8  Rue  de  Duras,  Paris  Se 
Telephone:  265  2599 
Telex:  21550  ext.  107 

GERMANY 

Miss  Kate  Foster,  Galericstrasse  6a, 
8  Munich  22.  Telephone:  811-292252 
811-297822 

SWITZERLAND 

Dr.  J.  G.  Wille  in  partnership  with 
Alfred  iv. 'nvarzenbach, 
18  Bleicherweg  8022  Zurich 
Telephone:  2$0  ''  1.  Telex:  52380 
Telegrams:  Abini..  """rich 


ITALY 

Sotheby's  of  London,  s.r.l. 

Palazzo  Capponi,  Via  Gino  Capponi  26, 

Florence  50121 

Telephone:  570410 

Telegrams:  Abinitio,  Firenze 

BRAZIL 

Walter  Geyerhahn,  Rua  do  Rosario, 
135/137-2"  andar,  Rio  de  Janeiro 
Telephone:  252  7495 
252  9552 
Telegrams:  Eikos  Rio 

AUSTRALIA 

Bruce  Rutherford. 
Sotheby  &  Co.  (Australia)  Pty.  Ltd., 
10  Stodart  St.  Camberwell,  Victoria  3124 
Telephone:  Melbourne  29  8989 
Telegrams:  Abinitio,  Melboui  ,c 

SOUTH  AFRICA 

R.  H.  Cassirer,  P.O.  Box  3 1010, 
Braamfontein,  Johannesburg 
Telephone:  Johannesburg  724-5967  6029 
1  elegrams:  Abinitio,  Johannesburg 


Sotheby  Parke  Bernet,  Newark 

980  Madison  Avenue,  New  York,  N.Y.  10021    Telephone:  (212)  879-8300    Telegrams:  Parkgal,  New  York 


Wednesday,  6th  June  at  2  pm 

FINE  MEISSEN  PORCELAIN 


A  rare  coffee  pot  and  cover  with  continental  silver-gilt  mounts,  c.  1723-25. 
Height  8  \  inches 


On  view  from  Thursday,  3 1st  May 
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"Augustus  Rex"  yellow-ground  vase  and  cover  with  purpurmalerei, 
c.  1735-4.6.  Height  13  inches 


A  rare  pair  of  figures  of  badgers,  modelled  by  J.  J.  Kacndler,  c.  173  5-4°  a  pair  of  figures  of  pheasants,  modelled  byj.l.  Kaendler,  c.  1740 

Heights  5  J  inches  and  6\  inches. 
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mogany  china  cabinet  with  pagoda  moulding  and  cup- 
beneath,  circa  1763. 
it  8'  6",  Width  4'  6",  Depth  2'  1" 

our  collection  of  iyth  and  18th  century  English 
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Our  Lady  of  'O' 


Pair  of  vases  painted  in  enamel 
colors.  Mark  and  reign  of  Ch'ien 
Lung  (1736-1795). 


Telephone  Toll  Free  (from  anywhere 
IMLil^    A.  J  YL^i    Hl^Li   YkXXX         in  continental  U.S.A.)  (800)  824-0981 
GENE  QUINTAN  A  (California  residents  call 

By  appointment  only.  1821  Rockwood  Drive,  Sacramento,  California  95825  (916)  451-4532) 


Ovoid  in  shape  with  long  neck,  evert- 
ed lip,  low  foot  and  recessed  base. 
The  design  is  painted  in  enamels  of 
the  famille  rose  palette  on  a  yellow 
ground  with  two  gold-framed  scenes 
on  a  white  ground.  One  shows  a  wo- 
man and  four  children  collecting 
flowers  and  fruit  in  a  garden  and  the 
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Pair  of  George  I  Silver  Double  Lip  Sauce  Boats. 
Date:  London  IJ24-25.  Maker:  Francis  Nelme. 
Weight:  ozs.  Length  gl  inches. 


One  minute  from  the  British  Museum. 

Member  o*  the  British  Antique  Dealers'  Association 


Memoer  of  the  National  Antique 
and  Ait  Dealers'  Association  of  America 


The  Menace  of  the  Co-edition 


rHE  fiftieth  anniversary  of  the  founding  of  the  Phaidon 
Press  was  celebrated  last  month  by  an  exhibition  at  the 
National  Book  League's  rooms  in  Albemarle  Street,  London, 
"his  was  an  occasion  to  hail  the  remarkable  achievement  of  a 
ingle  publishing  firm;  but  it  was  also  perhaps  a  suitable  moment 
o  take  stock  of  the  art  books  situation  in  general. 

In  one  sense  we  can  plume  ourselves  (and  here  the  'we'  is 
(iternational)  on  the  marvellous  progress  made  in  art  history, 
it  criticism,  and  art  book  publishing  since  the  beginning  of  the 
entury.  At  the  end  of  the  nineteenth  century,  a  young  man 
wishing  to  study  art  had  little  recourse  but  Ruskin  or  the  Grand 
"our;  and,  society  being  what  it  was,  the  Grand  Tour,  on 
uigustus  Hare  or  Henry  James  lines,  was  impossible  for  all 
nut  a  privileged  minority.  There  was  no  Gombrich,  no  Lord 
^lark,  no  Michael  Levey.  The  'Museum  without  Walls'  (for 
/hich,  incidentally,  there  was  always  an  admission  charge  -  the 
irice  of  the  book)  had  hardly  opened  its  first  gallery.  The  dogmas 
If  Ruskin  reigned.  There  was  no  Courtauld  Institute,  no 
Varburg  Institute,  no  course  in  art  history  at  a  university; 
ftd  the  'professional  art  historian'  was  a  creature  as  unthought- 
f  as  a  woman  bus-conductor. 

The  advantages  of  the  proliferation  of  art  books  are  obvious; 
lUt  to  our  knowledge  no  one  has  drawn  attention  to  the  un- 
xtunate  effects  of  one  development  in  publishing  over  the  last 
fcw  years:  the  spread  of  the  co-edition  system.  The  method  by 
'/hich  one  book,  often  part  of  a  series,  is  simultaneously  published 
a  several  languages,  has  been  pioneered  by  Sir  George  Wciden- 
cld  and  other  British  publishers.  In  principle,  the  idea  makes 
ood  sense:  from  one  typescript,  a  number  of  translations  are 
lade,  and  quite  apart  from  the  obvious  financial  benefits  to 
ublisher  and  author,  the  dissemination  of  knowledge  is  so 
luch  the  greater.  Again  in  principle,  the  natural  concern  by 
ublishers  to  choose  or  commission  books  on  subjects  which 
nil  appeal  to  a  wide  international  readership  is  unexceptionable: 
atently,  a  book  on  English  primitive  paintings  will  sell  less 
fell  in  the  United  States  than  one  which  deals  alternatively 
r  also  with  American  primitives. 

The  danger  arises  when  the  publisher  attempts  to  influence 
m  author  engaged  on  a  book  to  tailor  his  material  for  the 
iternational  market.  This  can  lead  to  a  distortion  in  content, 
ttle  removed  from  actual  mendacity:  we  have  known  a 
iblisher  insist,  for  example,  that  as  much  space  should  be 
svoted  to  American  posters  as  to  French  posters  in  a  general 
ook  on  poster  art  -  which  is  about  as  ridiculous,  considering 
te  relative  talents  involved,  as  a  French  publisher  requiring  a 
ook  on  Jazz  to  contain  as  much  on  French  jazz  musicians  as 
imerican  ones.  This  objectionable  degree  of  interference  is 
articularly  noticeable  in  companies  where  American  firms 
kve  taken  over  or  acquired  a  strong  foothold.  With  some  of 
>ese  American  overlords,  a  concern  that  the  contents  of  a 
pok  should  accurately  reflect  the  facts  or  at  the  least  the 
pthor's  own  views  and  predilections,  is  too  easily  overridden 
y  purely  commercial  considerations.  Of  course  we  accept  tii.it 


publishers  arc  in  business,  they  are  not  charitable  promulgators 
of  knowledge ;  but  as  in  any  business,  a  stage  is  reached  where 
allowing  business  acumen  to  defeat  altruism  becomes  positively 
dishonourable.  We  simply  suggest  that  publishers  should 
now  ask  themselves  whether  that  stage  has  not  now  been 
reached. 

It  will  no  doubt  be  urged  that  it  is  perfectly  open  to  authors 
to  sit  down,  write  a  book,  and  present  it  to  the  publisher  of  their 
choice  on  a  'Take  it  or  leave  it'  basis.  But  in  practice,  this  is 
not  so  easy.  As  a  survey  recently  carried  out  by  the  Society  of 
Authors  has  proved,  authors  are  relatively  indigent  members 
of  society.  There  arc  very  few  who  can  devote  their  whole  time 
to  researching  and  writing  their  books.  With  art  books  there 
is  a  particular  problem.  Most  authors  writing  works  of  art 
history  or  criticism  like  to  accumulate  the  relevant  material  for 
illustrations  as  they  proceed.  This  can  be  expensive,  especially 
where  colour  transparencies  are  involved.  That  is  one  reason 
why  many  writers  on  art  are  happy  if  they  can  secure  a  contract 
in  advance,  on  the  basis  of  a  synopsis  and  perhaps  a  specimen 
chapter  -  a  contract  which  gives  them  an  on-signature  advance 
royalty  to  help  with  such  expenses.  The  advance  royalty  is  still 
more  necessary  to  authors  with  no  other  form  of  income; 
and  it  is  this  initial  payment,  this  scmi-Faustian  bargain,  that 
gives  the  publisher  a  hold  over  the  author,  and  gives  the  less 
altruistic  ones  the  idea  that  the  author  is  merely  a  'supplier', 
who  is  there  to  provide  lumps  of  text  to  a  prescribed  specifica- 
tion, like  a  butcher  doling  out  sausage-meat  or  best  end  of  lamb 
on  demand. 

It  is  not  only  in  the  matter  of  text  that  this  minor  form  of 
tyranny  operates.  Let  us  take  the  case  of  a  man  writing  on  the 
decorative  arts  of  the  1940s  and  1950s.  He  is  quite  likely  to  be 
told,  when  at  an  advanced  stage  of  his  researches,  that  there  are 
'not  enough  photographs  of  American  material'.  How  has  our 
author  assembled  his  illustrations?  Partly  by  borrowing  works 
of  art  from  dealers  and  having  them  photographed;  parti y 
by  reference  to  books  of  the  period  (such  as  the  Studio  yearbooks 
of  decorative  art) ;  the  dealers  and  books  he  encounters  tend  to 
be  English  because  he  lives  in  England.  From  the  American 
publisher  issuing  these  imperious  edicts  there  comes  no  sug- 
gestion of  paying  for  the  author  to  visit  New  York;  no  offer  of 
a  picture  researcher  at  the  American  end;  no  inkling,  apparently, 
that  it  is  harder  to  borrow  works  from  dealers  one  does  not 
know  across  the  Atlantic  than  from  ones  who  are  friends  in 
London.  Just  a  flat,  uncompromising  Mandamus.  If  the  hapless 
author  attends  a  meeting  between  the  London  and  New  York 
publishers,  he  is  quite  likely  also  to  be  treated  to  a  discussion 
as  to  what  degree  of  shoddiness  in  the  colour  plates  will  conduce 
to  the  widest  sale. 

Writers  with  a  large  private  income  can  afford  to  regard 
the  whole  development  in  art  publishing  with  Olympin  1 
indifference;  but  the  rest  are  so  far  in  the  majority  that  there  is 
a  real  threat  to  standards,  which  only  the  publishers  themseh  1  s, 
and  the  more  truculent  authors,  can  eliminate. 
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The  lacquer  work  of  Eileen 
Gray  and  Jean  Dunand 


PHILIPPE  GARNER 


NOT  least  amongst  the  problems  facing  the  French  Air 
Force  command  during  the  First  World  War  was  the 
:inic  wasted  through  aircraft  being  grounded  whilst  having 
their  propellors  constantly  rcvarnished.  Senior  officers  met  to 
seek  a  solution  and  it  was  suggested  that  a  more  resistant  natural 
lacquer  should  be  used  in  preference  to  the  varnish.  As  a  result, 
a  specialised  team  of  Annamese  lacquer  workers  was  imported 
into  France  to  a  workshop  in  Boulogne,1  and  it  was  they  who 
enabled  the  fashion  for  lacquer  to  spread  when,  in  191 8,  they 
were  out  of  a  job  and  willing  to  be  assimilated  into  Paris  ateliers.2 
Lacquer  is  a  resin  drawn  from  a  tree  peculiar  to  the  Far  East 
[Rhus  Vemicifra  or  jR/21/s  Succedarea).  When  collected  and  left  to 


settle,  impurities  fall  to  the  bottom  leaving  a  fat,  translucent 
liquid  which  hardens  and  becomes  brilliant  when  exposed  to  air. 
The  direct  appeal  of  lacquer  is  the  richness  and  depth  of  its 
lustrous  surface.  Black  is  the  foremost  tone  associated  with  the 
medium;  a  further  range  of  colours  can  be  achieved  by  the  in- 
corporation of  vegetable  dyes,  though  the  palette  is  relatively 
limited.  The  second  most  usual  colour  is  a  brownish  red,  a 
colour  which  acquired  the  name  'Tango'  during  the  1920's. 
One  finds,  in  addition,  a  hard  green,  reminiscent  of  Leon 
Bakst's  costume  designs,  and  a  group  of  colours  blending  from 
olive  through  ochre  to  yellow.  Silver  and  gold  foil  or  powders, 
and  inlays  of  mother-of-pearl  or  crushed  eggshell  add  variety. 


2.  Lacquer  wall  panelling  from  the  Suzanne 
Talbot  apartment,  c.  1924. 


The  lacquer  resin  is  applied  on  to  a  suitable  wood  base  with  a 
very  wide  short-haired  brush.  To  avoid  the  grain  of  the  wood 
base  showing  through  and  marring  the  texture,  this  surface  is 
painstakingly  smoothed  with  pumice  and  then  covered  with  a 
fine  silk,  pasted  with  a  rice  gum,  and  smoothed  further  with  the 
application  of  a  powdered  stone  known  as  sabi? 

Jean  Dunand  speaks  of  the  difficulties  of  lacquer4:  'Naturally, 
there  exist  labours  of  pure  patience,  such  as  lacquer,  which  I  love 
so  much!  Try  and  appreciate  what  is  involved  in  the  preparation 
of  this  medium  .  .  .  Twenty  coats  are  needed,  no  forty,  since  each 
layer  must  be  repeated  on  the  other  side  lest  the  wood  warp  .  .  . 
In  fact  it  is  not  forty  operations  that  are  needed  but  a  hundred, 
because  after  each  coat,  the  surface  must  be  rubbed  and  before 
each  of  the  twenty  coats  there  is  involved  a  drying  process 
lasting  four  days.  What  may  surprise  you  is  that  the  drying  is 
done  in  a  humid  atmosphere  in  a  dark  room  with  constantly 
running  water,  and  the  finest  results  are  achieved  during  the  full 
moon.  So  now  you  understand  how  very  oriental  in  character 
is  this  work!'  Rene  Gimpel  recalls  Dunand's  showing  him 
'.  .  .  two  or  three  pieces  of  black  lacquer,  the  size  of  visiting  cards 
and  as  deep  and  bright  as  mirrors,  with  no  decoration,  but  so 
beautiful  in  texture  that  I  would  dearly  love  to  own  one'.5 

This,  with  all  its  intricacies,  was  the  medium  which  became 
highly  fashionable  in  France  during  the  1920s.  Two  artists 
emerged  as  the  leading  exponents  of  lacquer  work  and,  ironically, 
although  they  both  worked  in  Paris,  neither  of  them  was  French. 
Eileen  Gray  is  Irish,  whilst  Jean  Dunand  was  of  Swiss  origin,  and 
although  they  expressed  themselves  in  very  different  ways, 
certain  rewarding  comparisons  can  be  drawn  between  them. 


The  essential  difference  in  their  approach  is  that  whilst  Jean 
Dunand  was  above  all  a  craftsman  interpreting  the  decorative 
idioms  dictated  by  fashion,  Miss  Gray's  approach  was 
primarily  architectural.  She  worked  independently,  experiment- 
ing with  her  own  ideas.  There  was  little  common  ground, 
though  the  name  of  Sougawara  crops  up  in  both  of  their  stories 
and  Miss  Gray  recalls  selling  an  unfinished  screen  to  Dunand 
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3.  The  invitation  to  the  opening  of  'Jean  Desert'. 
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4.  The  Boudoir  for  Monte  Carlo,  1923. 
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his  craftsmen  to  complete.  It  would  not  even  be  fair  to 
escr'be  these  two  artists  as  working  in  the  'Art  Deco'  style; 
Dr  although  Dunand  perhaps  could  bear  this  label,  Miss  Gray 
erself  adamantly  opposes  it,  not  only  denying  kinship  with  Art 
)eco  designers  but  feeling  quite  opposed  in  spirit  to  the  decor- 
tive  work  of  the  majority  of  her  contemporaries,  with  their 
Prospective  tendencies.6 
Eileen  Gray  was  born  in  1879  in  Enniscorthy,  Co.  Wexford, 
reland.  Her  father  was  a  minor  Victorian  painter,  and  it  was  in 
lis  family  tradition  that  Miss  Gray  became  a  student  at  the  Slade 
chool  of  Art  in  1898.  The  two  or  three  years  she  spent  there 
/ere  hardly  years  of  deep  involvement.  She  did  become 
rvolved,  however,  when  she  first  visited  Paris  for  a  weekend 
1 1902.  In  1907  she  found  a  flat  and  settled  in  the  Rue  Bonaparte 
n  the  Left  Bank,  where  she  still  lives.  Paris  gave  her  a  sense  of 
rcedom  that  was  missing  in  England  and  which  must  have 
jited  her  shy  but  adventurous  spirit.  Miss  Gray's  first  encounter 
<rith  lacquer  was  before  her  move  to  Paris  -  'If  you  are  still 
aterested  in  lacquer,  the  answers  to  your  questions  are  simple; 
'  was  just  chance,  that  working  at  the  Slade  I  saw  a  notice  that  in 
jvharles'  workshop  in  Dean  Street  they  repair.-^  «  '^ns  and 
pings  in  lacquer.  I  remembered  old  lacquer  screens  and  had  been 
'iscinated  by  that  matiere.  Charles  was  very  nice  and  said  I  might 


come  and  work  there,  which  I  did.  They  used  mostly  coloured 
European  varnishes  to  repair  the  old  screens,  but  also  real 
lacquer  from  China  which  I  took  to  Paris  meaning  to  work  there. 
There  were  many  interruptions  and  much  time  lost,  as  I  was 
obliged  to  go  back  to  Ireland  for  long  periods.  I  had  only  time 
to  do  some  bas-reliefs,  Jacques  Doucet  wanted  "decorated 
lacquer  frames"  for  his  Van  Goghs  and  Suzanne  Talbot  wanted 
big  panels  to  cover  the  whole  of  her  apartment.  I  was  very  glad 
when  Sougawara  who  was  lodging  with  some  friends  came  to 
sec  me  and  we  decided  to  start  a  workshop'.7  Sougawara  and 
Miss  Gray  spent  part  of  the  war-years  in  London,  working 
together  in  a  studio  in  Cheyne  Walk  and  earning  a  sufficiently 
good  reputation  for  Vogue  to  devote  an  article  to  her  work.8  She 
returned  to  Paris  with  Sougawara  in  1917  when  she  opened  new 
ateliers  in  the  Rue  Bonaparte  and  the  Rue  Visconti  (the  latter 
was  especially  for  the  production  of  rugs).  By  1922  Eileen  Gray 
felt  ready  to  open  a  gallery  'Jean  Desert'  at  217,  Rue  duFaubourg- 
Saint-Honore.  The  invitation  promised  lacquer  screens  and 
furniture,  plain  furniture,  hangings,  lamps,  divans,  mirro  s, 
carpets  and  an  interior  decoration  service.  It  read  -  'A  visit  -  » 
Jean  Desert  is  an  adventure :  an  experience  with  the  unheard-  tj 
a  sojourn  into  the  never-before-seen.  Eileen  Gray's  desk  .is 
adhere  neither  to  the  rules  established  by  the  creators  of  classic 


5.  Lacquer  table  and  panels  in  the  Suzanne 
Talbot  apartment,  c.  1924. 


periods,  nor  do  they  attempt  to  achieve  sensational  novelty  by 
imitation  of  the  primitive'.9  The  gallery  did  not  prove  a  great 
success,  sadly,  as  the  public  was  not  ready  for  Miss  Gray's  work. 
Nor  was  a  critic  describing  the  'chambre  a  coucher-boudoir 
pour  Monte  Carlo'  that  Miss  Gray  created  in  1923  for  the  XIV 
Salon  des  Artistes  Decorateurs;  he  describes  this  strikingly 
modern  room,  with  its  ingenious  use  of  volume  and  its  exploit- 
ation of  a  characteristic  white-painted  wood  block  screen  as  'an 
effort  on  which,  although  I  am  respectfully  aware  of  all  the 
tendencies  it  incorporates,  and  in  spite  of  the  antipathy  which 
these  inspire  in  me,  I  prefer  to  make  no  pronouncement'.10 


For  a  creative  talent  that  could  not  rely  on  public  appreciation, 
private  patronage  was  of  great  importance.  The  couturier 
Jacques  Doucet  bought  finished  work  and  commissioned  new 
work  from  Miss  Gray.  An  important  purchase  was  the  four- 
panel  screen  made  by  Miss  Gray  in  1913  (colour  plate).  The 
screen,  depicting  an  allegorical  scene  of  a  youth  gazing  in 
anguish  at  the  destiny  which  burdens  another  youth,  himself 
unaware  of  the  load  he  is  carrying,  uses  bold  areas  of  undecorated 
lacquer.  This  screen  is  interesting  also  in  that  it  marks  a  transition 
from  Eileen  Gray's  first,  figurative  period  into  her  second, 
abstract  phase,  for  the  reverse  bears  a  bold  geometric  decoration 


6.  Entrance  to  the  Suzanne  Talbot  apartment 
showing  the  lacquer  'brick'  walls,  c.  1924. 
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.  Black  lacquer  screen  by  Eileen  Gray,  r.  1924. 
'rivate  Collection,  London. 


B  black  and  silver.  The  works  of  the  figurative  period  are  well 
iharacterized  by  la  Duchesse  de  Clemen t-Tonncrre  when  she 
peaks  of  '.  .  .  delicate  fantasmagories.  There  appears  a  naked 
'oung  magician  holding  a  lotus  flower;11  a  snow-swept  land- 
cape,  its  jagged  skyline  unravelled  across  the  leaves  of  a  screen, 
>r  the  sparkle  of  the  milky  way,12  scattered  in  mother-of-pearl 
cross  the  sombre  spread  of  the  leaves'. 13 

The  great  patron  of  Miss  Gray's  second,  abstract  phase  was 
nuzanne  Talbot  (Mme.  Mathieu  Levy).  Her  spacious  apartment 
a  the  Rue  de  Lota  in  Paris  was  entirely  transformed  by  Eileen 
oray  and  is  recorded  in  detailed  photographs  in  Miss  Gray's 
•ersonal  'carriers'.  Miss  Gray  explains  that  the  first  problem  was 
0  'dissimuler  des  moulures  disgracieuses'.  About  1922/3  she 
onceived  the  idea  of  panelling  the  walls  with  geometric  lacquer 
iesigns  or  in  flat  bricks  of  lacquer,  motifs  which  could  then  be 
ixploited  in  free-standing  screens.  A  good  deal  ot  the  furniture 
•ainstakingly  gathered  by  Robert  Walker  was  from  this  flat. 
Here  at  last  Miss  Gray  was  able  '.  .  .  to  do  something  m<  1  e  truly 
nodern'.14 


If  Eileen  Gray  acknowledges  respect  for  the  work  of  any 
School,  it  is  the  Dutch  'de  Stijl'  group,  and  critics  have,  as  a 
result,  attempted  to  trace  their  influence  on  her  work.  A  critical 
analysis  of  her  lacquer-work,  however,  will  show  no  direct 
relationship.  Within  the  confines  of  the  Talbot  apartment  it  is 
possible  to  define  two  aspects  of  her  abstract  style. 

On  the  one  hand,  there  is  the  linear,  geometric,  self-consciously 
'Modernistic'  graphic  work,  leaning  heavily  on  a  vernacular 
which  is  very  much  of  its  period  (No.  2).  On  the  other  hand, 
in  the  desk,  the  barque-sofa  or  the  black-lacquer  screen,  one 
finds  a  pure  and  adventurous  exploration  of  sculptural  forms. 
Miss  Gray  created  a  series  of  these  black-lacquer  screens,  each 
slightly  different  (one  is  in  the  Robert  Walker  collection; 
another,  formerly  in  the  Handley-Read  collection  is  in  the 
Victoria  and  Albert  Museum,  the  third  is  in  a  private  London 
collection).  They  exist  as  sculptures  not  only  as  a  result  of  their 
non-functionalism,  but  because  they  illustrate  that  import;  it 
aspect  of  Miss  Gray's  lacquer  work  which,  in  its  sensitive  cy 
to   the  notion  that  light  and  space  can  become  active 
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components  of  a  work  of  art,  led  her  to  architecture. 

Eileen  Gray  abandoned  lacquer  in  1926  and,  entering  into  a 
close  relationship  with  the  architect  Jean  Badovici,  set  about  the 
task  of  building  a  house  at  Rvqucbrune,  to  her  own  demanding 
standards. 

Jean  Dunand  was  born  on  May  20,  1877  at  Petit  Lancy.  His 
Swiss  Protestant  family  were  watchmakers  who  encouraged 
the-r  son  to  study  the  applied  arts  at  the  Geneva  College.  This 
was  at  a  time  when  Art  Nouvcau  was  spreading  its  tentacles  as 
the  all-fashionable  style.  Dunand  was  briefly  tempted  by  the 
style  and  entered  the  workshop  of  the  Art  Nouveau  sculptor 
Jean  Dampt.  During  the  period  1 896-1902  Dunand  devoted 
himself  exclusively  to  figurative  work.  Soon  after  1900,  with  the 
benefit  of  a  scholarship,  he  accompanied  his  widowed  mother 
to  Paris. 

The  year  1904  saw  the  first  exhibition  of  Dunand' s  work  as  a 
dinandier,  or  worker  in  non-precious  metals.  Here  we  find  the 
first  of  his  abstract  works,  vases,  dishes,  bowls,  painstakingly 
hammered  into  shape  from  flat  sheets  of  copper  -  there  arc  still 
references  to  Art  Nouveau  in  die  organic  quality  of  certain 
gourd-form  vases;  however,  the  tendency  towards  a  quasi- 
oriental  simplicity  and  strength  of  form  is  making  itself  apparent. 
His  first  independent  workshop  was  set  up  in  a  small  studio  in 
the  Rue  Halle  and  here  he  devoted  himself  to  his  metalwork, 
constantly  exploring  new  techniques  of  oxidiz.irion,  inlay  work 
or  enamel,  exhibiting  regularly  at  the  'Salon  d'Automne'  and  at 
the  'Salon  des  Artistes  Decorateurs',  where  he  wc  >nsidcrable 
praise. 

In  1912,  the  same  Sougawara  who  had  worked  with  tileen 


Gray  was  in  Paris  and,  hearing  of  the  reputation  of  Jean  Dunand 
and  eager  to  learn  of  his  metal  techniques,  he  visited  the 
'Dinandier'.  During  the  course  of  their  discussions  each,  no 
doubt,  taught  the  other  a  lot,  but  as  far  as  Dunand  was  concerned, 
the  most  significant  answer  was  to  his  question  on  how  the  subtle 
patinations  of  ancient  oriental  bronzes  were  achieved.  Souga- 
wara confessed  that  effects  were  achieved  with  a  light  use  of 
lacquer.  Dunand  became  immediately  curious  and  it  was 
arranged  that  Sougawara  should  teach  him  the  complexities  of 
the  medium.  From  then  till  the  end  of  the  first  World  War 
lacquer  was  used  to  enhance  Demand's  metalwork;  after  the  war. 
however,  with  the  release  of  suitable  labour,  Dunand  devoted 
himself  more  and  more  exclusively  to  all-lacquer  creations, 
both  on  wood  and  on  metal. 

The  lacquer  process  on  wood  has  been  described;  lacquer  on 
metal  involved  different,  almost  opposite,  conditions.  Not  only 
was  humidity  to  be  avoided,  but  between  each  layer  a  tiring  at  a 
kiln  temperature  of  180°  was  required.  That  Dunand  was  a  born 
craftsman  is  evidenced  by  his  obvious  fascination  for  this  difficult 
medium,  and  by  his  eagerness  to  make  technical  experiments  and 
to  set  himself  'tours  de  force'  which  even  oriental  craftsmen  had 
never  dared.  He  bravely  and  successfully  tackled  large  areas  of 
undecorated  lacquer  where  the  least  blemish  would  ruin  the 
mirror-smooth  surface.  More  extraordinary  was  his  revival  of  the 
oriental  art  of  inlaying  particles  of  crushed  eggshell,  each  I  mm. 
square  into  the  surface  of  the  lacquer  before  it  was  dry.  The 
effect  achieved  was  that  of  a  minute  crazy-paving,  each  piec  of 
eggshell  set  in  by  hand  and  separated  by  a  hairs  breadth  direr  1  of 
lacquer.  Whilst  the  Japanese  had  merely  used  this  to  highlight 
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decorative  details,  Jean  Dunand  covered  entire  screens  or  table 
tops  in  the  meticulous  technique.  Certain  examples  of  his  egg- 
shell lacquer  achieved  a  snowstorm  effect  with  evenly  scattered 
applications  of  the  particles.  He  would  juxtapose  areas  of  matt- 
ncss  with  areas  of  brilliance,  or  would  add  tactile  interest  with  his 
Macquc  arrachc'.  This  was  a  type  of  lacquer,  coarsened  with  the 
inclusion  of  certain  rough  earths;  applied  with  the  brush,  the 
surface  would  then  be  worked  over  with  a  flat  spatula.  By 
creating  a  gentle  suction  a  fine  series  of  regular  protuberances 
could  be  achieved.15  Dunand  would  happily  cover  entire  walls 
in  this  way.  During  the  inter- war  period  his  reputation  and 
technical  prowess  were  such  that  curious  delegations  from  Tokyo 
made  regular  visits  to  study  developments  and  purchase  repre- 
sentative works  to  show  their  colleagues.  With  the  constant  flow 
of  commissions  which  he  enjoyed,  Dunand  expanded  his  work- 
shops until  he  was  employing  as  many  as  one  hundred  craftsmen, 
but  'Dunand  has  no  interest  in  money  ....  He  is  fully  happy 


13.  Smoking  Salon  for  an  Ambassador,  1925.  Condi  Nast  Publications. 


12.  Black  lacquered  vase  with  eggshell  lacquer  decoration,  before  1923. 
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with  the  creative  process.  He  sells  a  great  deal  but  riches  do  not 
come  his  way'.16  Rene  Gimpcl  also  records  that  Dunand  charges 
.  .  .  eighteen  thousand  francs  for  a  three-fold  screen,  1.20  metres 
high'.17 

Jean  Dunand  survived  the  Depression.  He  did  not  survive  the 
Second  World  War.  With  one  of  his  sons,  Bernard,  enlisted  then 
captured,  another  son  killed,  apparently  the  most  talented,  and 
his  supply  of  lacquer  abruptly  cut,  Dunand,  unable  to  cope  with 
his  imposed  idleness,  died  at  the  age  of  sixty-five  on  June  7,  1942, 
in  Paris. 

In  contrast  with  that  of  Eileen  Gray,  the  volume  and  range  of 
Dunand's  work  was  daunting.  Amongst  his  first  important 
commissions  was  the  'Smoking  Room  for  an  Ambassador' 
which  Dunand  created  for  the  Paris  International  Exhibition  of 
1925.  'M.  Dunand  chose  a  Japanese  scheme.  A  plain  red  carpet 
covers  the  floor.  The  walls  arc  of  smooth  black  lacquer  to  a 
height  of  about  three  metres.  Four  armchairs,  upholstered  in 
grey,  surround  a  black  lacquer  table  ....  The  ceiling  ....  is 
stepped  upwards  like  a  pyramid  in  shades  of  silver.  On  one  wall 
...  is  a  panel,  perhaps  cubist,  perhaps  Japanese  in  inspiration'.18 
(The  panel  could  better  be  described  as  a  cubist  interpretation  of 
negro  art.) 

When  Mr.  Tcmpleton  Crocker  built  the  first  large  and  luxuri- 
ous apartment  'to  be  done  completely  in  the  modern  manner'  in 
the  United  States  (San  Francisco),  Jean  Dunand  was  invited  to 
decorate  three  rooms.  Mary  Ashe  Miller  describes  a  delicious 
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14.  Black  and  gold  lacquer  panel  depicting  a  ncgrcss,  said  to  be  'Josephine 
Baker',  c.  1925.  Alain  Lesieulre  Collection. 


breakfast  room  with  black  lacquer  walls  and  pink  and  silver 
lacquer  table  on  a  black  carpet. 1 9  When  she  describes  his  use  of 
'long  flashing  rays  of  gold  in  different  tones,'  the  reference  is  to 
the  grand  dining  room,  its  walls  entirely  covered  in  gold  sun- 
bursts in  'lacque  arrache',  the  dining  table  in  red-brown  lacquer, 
its  top  of  crushed  eggshell. 

Another  important  interior  was  that  created  in  the  'modern 
manner'  for  the  couturierc  Madeleine  Vionnet.  Dunand  worked 
closely  with  a  group  of  couturiers  between  the  Wars :  Vionnet, 
Schiaparelli,  Louise  Boulanger  and  with  Agnes,  the  'modiste'.  He 
designed  fabrics  and  made  belts,  buckles,  brooches,  buttons, 
bracelets  and  'boucles  d'oreillcs'  in  lacquered  metal.20  For  Agnes 
he  even  designed  hats  with  eggshell  lacquer  decoration.  It  was 
Jean  Philippe  Worth,  an  early  patron,  who  had  been  responsible 
for  Dunand's  introduction  to  the  world  of  couture. 

With  a  sympathetic  patron  Dunand  could  produce  startling 
results  in  one  of  several  'modern'  styles,  drawing  inspiration  from 
.  decorative  cubists  such  as  the  Delaunays,  from  the  rugged  and 
1  primitive  cubism  of  negro  art,  or  from  a  more  romantic,  wistful, 
,  feminist  style,  reminiscent  of  the  'japonaiseric'  of  Foujita.  The 
sunbursts  and  stepped  pyramid  forms  recurrent  in  Dunand's 
work  after  1922  reflect  the  fashion  for  all  things  Egyptian. 
Dunand's  readiness  to  accommodate  himself  to  the  demands  of 
less  sensitive  clients  perhaps  accounts  for  the  evident  disparity 
between  the  works  mentioned  above  and  certain  of  his  less 
inspired  figurative  subjects.21  Bernard  Dunand  explains  'When 
a  client  insisted  on  a  screen  with  silver  rabbits,  their  eyes  to  be 
inlaid  in  opaline,  Jean  Dunand  could  not  enjoy  the  same  freedom 
as  when  the  architect  Mallet-Stevens  approached  him  for  a  screen 
for  his  own  home'.22 

The  luxury  liners  of  the  30's  provided  an  important  showcase 
for  the  works  of  the  leading  craftsmen  of  their  day.  Jean  Dunand 
was  asked  for  designs  first  for  the  'Atlantique'  in  193 1,  and  then 
for  the  'Normandie'  in  1935.  Once  again  Bernard  Dunand 
emphasises  the  importance  of  sympathetic  patronage  when  he 
explains  that  'The  designers  of  the  .  .  .  "Atlantique"  .  .  .  accepted 
enthusiastically  my  father's  projects  for  the  lacquer  decoration  of 
their  vast  saloons.  The  designers  of  the  "Normandie",  on  the 
other  hand,  with  a  strong  leaning  towards  a  classical  Gracco- 
Roman  style,  insisted  on  serious  modifications  in  the  style  of  my 
father's  proposals  to  suit  their  own  tastes'.23 

Whenever  Jean  Dunand  could  exercise  his  superb  craftsman- 
ship and  essential  sympathy  for  elegant  forms  under  the  generous 
licence  of  a  creative  patronage,  he  produced  works  which  arc 
among  the  most  exciting  and  stylish  creations  surviving  from 
the  inter-war  years. 
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Preview  to  the  Lombard  1 
exhibition  of  17th  century  art  in 
Italy  I 

an  opportunity  to  study  G.  C.  Procaccini's  chronology 

HUGH  BRIGSTOCKE 

TI  IE  exhibition  of  Lombard  seventeenth-century  art  which  is  ideology  governed  the  artistic  work  of  this  period,  and  it  was 

due  to  open  in  Milan  in  May  will  offer  an  important  expressed  in  a  style  which  exhibits  a  remarkable  degree  of  ncr- 

opportunity  to  assess  the  great  period  of  artistic  patronage  vous  intensity  and  religions  fervour.  Carlo  Borromeo  was 

initiated  by  Carlo  Borromeo,  Archbishop  of  Milan  from  himself  canonised  in  1610  and  scenes  from  his  life  furnished 

1561-84  and  continued  by  his  cousin  Fcdcrico  who  was  also  Lombard  artists  with  one  of  their  most  popular  and  recurrent 

Archbishop  from  1 594-1634.  A  strong  Counter  Reformation  themes.  Indeed  a  study  of  the  religious  iconography  of  the 
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3.  The  Mocking  of  Christ.  Graves  Art  Gallery,  Sheffield. 


Borromco  period  would  be  extremely  rewarding,  and  perhaps 
die  exhibition  will  stimulate  some  research  in  this  direction.1 

During  the  Borromco  era  Milan  was  under  Spanish  govern- 
ment, and  although  this  does  not  seem  to  have  resulted  in  any 
obvious  and  direct  stylistic  or  iconographical  link  between 
Spanish  and  Milanese  Counter  Reformation  art,  the  works  of  the 
leading  Lombard  painters,  and  especially  G.  C.  Procaccini,  were 
soon  to  find  considerable  favour  with  Spanish  collectors.  One  of 
the  first  was  the  Marchese  del  Carpio  who  was  appointed  Spanish 
ambassador  in  Rome  in  1677,  and  who  despatched  several 
pictures  by  Procaccini  from  Naples  to  Spain  in  1683-7.  Other 
paintings  by  Procaccini  arc  recorded  in  the  Spanish  Royal 
collection  in  the  seventeenth  century.2 

The  other  leading  artists  active  in  Lombardy  during  the  Borro- 
meo  period  were  Cerano,  Morazzonc,  Camillo  Procaccini  and 
Tanzio,  together  with  Daniel  Crespi,  and  Francesco  del  Cairo 
who  were  rather  younger.  Daniel  Crespi  died  prematurely  in  the 
1630  plague,  which  effectively  marks  the  end  of  this  outstanding 
period  of  Milanese  seventeenth-century  art,  but  del  Cairo 
survived  to  paint  endless  pictures  of  ecstatic  female  saints.  Works 
by  all  these  artists  will  be  shown  in  the  exhibition,  and  there  will 
also  be  pictures  by  Luigi  Miradori,  il  Gcnovesino,  who  seems  to 
have  spent  his  formative  years  working  in  Lombardy. 

Three  of  these  artists,  Tanzio  (in  1959),  Morazzone  (in  1962), 
Cerano  (in  1964),  have  already  been  given  individual  exhibitions 
where  their  stylistic  development  was  studied  111  some  depth. 
The  Mostra  del  Manierismo  Pieniontese  e  Londmrdo  del  Seiceuto,  held 
in  Turin  in  1955  was,  however,  the  last  occasion  when  works  by 
all  the  leading  Lombard  artists  could  be  seen  side  by  side.  An 
important  feature  of  the  present  exhibition  will  certainly  be  the 
opportunity  to  study  the  stylistic  relationship  between  Cerano, 
G.  C.  Procaccini  and  Morazzonc  who  on  one  celebrated  occasion 
collaborated  in  the  execution  of  The  Martyrdom  of  S.S,  Ruffina  and 
Seconda,  which  is  now  in  the  Brcra  Museum.3  Cerano  and  G.  C. 
Procaccini  had  earlier  worked  in  close  proximity  in  the  church  of 
S.  Maria  dei  Miracoli  presso  S.  Celso,  Milan,  in  c.  1604  and  in  the 
Cathedral  c.  1610  on  the  series  of  Miracles  of  S.  Carlo,  and  their 
work  seems  to  have  remained  closely  related  throughout  the 
second  decade. 

Before  any  detailed  assessment  of  the  relationship  of  Cerano 
and  Morazzonc  and  G.  C.  Procaccini  can  be  reliably  made,  it  will 
first  be  necessary  to  resolve  some  of  the  problems  connected  with 
the  dating  of  Procaccini's  works.  The  confusion  surrounding 
Procaccini's  development  becomes  only  too  apparent  whenever 
newly  unearthed  pictures  by  the  artist  appear  which  (in  the 
absence  of  any  documentation)  have  to  be  dated  on  the  basis  of 
style  alone.  A  good  number  of  important  paintings  have  recently 
turned  up,  such  as  the  S.  Carlo  in  Glory  (No.  1),  recently  acquired 
by  the  Brcra  Museum,  and  previously  recorded  in  the  Palazzo 
Cattaneo  Adorno,  Genoa,4  The  Apotheosis  of  S.  Carlo  (No.  2)  in 
Dublin5,  the  Mocking  of  Christ  (No.  3)  in  Sheffield,6  and 
the  quite  different  composition  of  the  same  subject  (No.  4)  which 
was  recently  bought  by  the  Dallas  Museum.7  To  these  must  be 
added  The  Raising  of  the  Cross  in  Edinburgh8  and  the  Susanna  and 
the  Elders  (No.  5)  at  Christ  Church,  Oxturd.1'  Finally  we  must 
draw  attention  to  a  signed  Transfiguration  (No  )  in  the  parish 
church  of  St.  James,  Whitehaven,  Cumberland,  intherto  un- 
published.10 This  picture  is  closely  related  to  but  distinct  from 


another  version  of  the  Transfiguration  (No.  7),  probably  slightly 
later,  now  in  the  church  of  S.  Marco,  Milan. 11 

Before  discussing  these  pictures  and  the  problems  of  Procaccini's 
chronology,  it  will  perhaps  be  convenient  to  summarise  the  very 
few  firm  facts  that  arc  recorded  about  Procaccini's  work.  He  is 
known  to  have  painted  the  Pieta  in  the  church  of  S.  Maria  dei 
Miracoli  presso  S.  Celso,  Milan,  in  1604,  and  the  Martyrdom  of 
S.S.  Nazaro  and  Celso  in  the  same  church  in  1606-7. 12  In  1610  he 
executed  a  series  of  six  scenes  from  the  life  of  S.  Carlo  in  the 
Cathedral  in  Milan.11  In  161 2  he  painted  three  pictures  for  the 
church  of  S.  Antonio  Abate,  Milan,  of  The  Annunciation,  The 
Visitation,  and  a  Holy  Family.'14  A  Madonna  with  S.  Antonio  in 
Miasino  is  recorded  for  the  first  time  in  August  1616  and  was 
probably  completed  not  long  before.15  A  picture  of  S.  Carlo, 
Antonio  Abate  and  Rocco  also  in  Miasino  was  painted  in  1616-1716 
and  a  S.  Carlo  in  the  church  of  S.  Maria  Assanta  in  Orta  is  dated 
1616. 17  This  was  also  the  year  when  Procaccini  delivered  The 
Circumcision,  (now  in  the  gallery  at  Modena),  to  the  Jesuit 
fathers  who  had  ordered  it  in  1613  for  the  church  of  S.  H  irtolo- 
meo.18  Finally  the  picture  of  Constantine  receiving  the  hist  ments 
of  the  Passion,  now  in  the  Castcllo  Sforzesco,  Milan  i'  dated 
1620 19  and  the  Self  portrait  in  the  Brera  Museum  is  dated  1624.20 
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The  old  biographical  source  books  add  little  to  this  chrono- 
logical table.  Soprani  states  that  Procaccini  went  to  Genoa  'circa 
I'anno  1618,  invitato  dal  Sig.  Gio.  Carlo  Doria  gran  Prottetore 
de  begl'  insegni.  nel  cui  palazzo  alcun  tempo  abito,  e  vi  fece 
pitture  di  singolare  maestria'.21  Modern  writers  have  perhaps 
inevitably  laid  great  stress  on  this  Genoese  visit  since  it  is  one  of 
the  tew  firm  dates  which  may  be  attached  to  the  artist's  move- 
ment v  Wittgens  was  the  first  to  suggest  that  Procaccini's  Genoese 
works  mark  a  major  change  of  style,  resulting  from  the  influence 
of  Rubens,  whose  Circumcision  could  be  studied  in  the  church  of 
S.  Ambrogio,  Genoa.22  Later  writers  up  to  and  including 
Valsecchi23  have  followed  Wittgens'  thesis,  and  indeed  Longhi, 
in  a  short  and  elusive  note,  is  the  only  critic  to  have  subsequently 
cast  any  doubt  on  the  extent  of  Rubens'  influence  on  Procaccini.24 
The  [618  date  for  Procaccini's  Genoese  visit  also  remained  un- 
questioned until  Torriti  recently  put  forward  the  entirely 
convincing  suggestion  that  Procaccini  might  have  made  more 
than  one  journey  to  Genoa.25  At  the  same  time  Torriti  remained 


faithful  to  the  traditional  theory  that  Rubens  was  a  decisive 
influence  at  this  moment. 

The  questions  surrounding  Procaccini's  Genoese  period  should 
finally  be  resolved  if  sufficient  well  chosen  paintings  can  be 
brought  together  for  the  exhibition.  At  the  moment  it  can  only 
be  suggested  that  the  pictures  with  firm  Genoese  provenances 
which  now  survive  do  not  seem  to  form  a  closely  knit  stylistic 
group,  distinct  from  the  works  commissioned  elsewhere.  For 
instance  the  altarpiece  of  the  Madonna  and  Child  with  S.  Francesco 
and  S.  Carlo  in  S.  Maria  del  Carignano,  Genoa26  probably  one  of 
the  earliest  of  Procaccini's  Genoese  paintings,  has  a  static  and 
symmetrical  composition  which  does  not  represent  any  significant 
stylistic  advance  beyond  quite  early  works  such  as  the  picture  in 
S.  Antonio  Abate,  Milan  of  c.  1612,  or  the  two  rather  rigid  variant 
compositions  of  the.  Transfiguration  in  Whitehaven  and  in  S. 
Marco,  Milan,  both  undated,  for  which  Procaccini  is  indebted  to 
his  brother  Camillo's  version  of  the  same  subject  in  the  Cathedral. 

Again,  the  S.  Carlo  in  Glory  from  the  Palazzo  Cattaneo  Adorno, 


4.  The  Mocking  of  Christ.  Dallas  Museum  of  Fine 
Arts. 


5.  Susanna  and  the  Elders.  Christ  Church  College,  Oxford. 


Genoa,  almost  certainly  the  picture  previously  recorded  in  S. 
Francesco  d'Albaro,27  may  be  compared  most  closely  not  with 
any  other  picture  from  Genoa  but  with  the  Apotheosis  of  S.  Carlo 
in  Dublin  which  was  in  Rome  in  the  collection  of  Gasparo  Mola, 
the  engraver  from  Como,  in  1640.28  The  figure  of  S.  Carlo  in 
these  two  pictures  is  almost  identical.  (Unfortunately  a  direct 
comparison  of  these  two  related  compositions  will  not  be 
possible  at  the  exhibition,  because  the  Dublin  picture  is  too  large 
to  travel.)  Neither  picture  shows  any  debt  to  Rubens'  Genoese 
work ;  on  the  contrary  the  picture  now  in  the  Brera,  particularly 
in  the  angels  surrounding  the  saint,  recalls  the  work  of  Barocci, 
and  both  of  Procaccini's  pictures  have  a  sharp  intensity  of  colour 
which  is  entirely  characteristic  of  his  Lombard  contemporaries. 
There  is  no  firm  evidence  on  which  to  date  cither  picture. 
The  composition  of  the  Dublin  one  conveys  a  feeling  of  move- 
ment and  space  by  means  of  a  dramatic  use  of  foreshortening, 
which  is  not  found  in  Procaccini's  early  work  or  even  in  the 
rather  monumental  Modena  Circumcision  of  c.  16 16.  So  the 
Dublin  S.  Carlo  is  perhaps  a  little  later  in  date.  Indeed  in  composi- 
tion (but  not  in  handling  or  colour)  it  already  anticipates 
Procaccini's  late  work  of  c.  1620. 

The  Christ  and  the  Adulteress  in  the  Durazzo  Pollavicini  collec- 
tion, Genoa29  is  a  work  of  great  elegance  and  refinement  which 
relates  most  closely  not  to  other  works  by  Procaccini  in  Genoa 
but  to  the  Mystic  Marriage  oj  S.  Catherine  which  was  bequeathed 
byCardinal  Montito  the  Archbishop  of  Milan  in  1650,  and  isnow 
in  the  Brera  Museum.30  Both  these  pictures  owe  a  clear  debt  to 
Parmigianino  and  nothing  at  all  to  Rubens.  There  arc  numerous 
other  works  by  Procaccini  which  show  a  strong  Parmese 
influence  including  the  Liberation  of  S.  Peter  in  Turin,31  and  the 
S.  Sebastian  in  Brussels.32  The  Last  Supper  in  S.  Annunziata  del 
Vastato,  Genoa,33  and  the  lively  bozzcto  in  the  Spinola  collec- 
tion, Genoa,34  also  display  a  rather  similar  nervous  complexity 
and  lightness  of  touch.  In  each  of  these  pictures,  none  of  which 
can  be  firmly  dated,  the  figures  arc  crowded  together  in  a  two 
dimensional,  almost  frieze-like  design,  with  neither  the  dramatic 
emphasis  and  sense  of  movement  which  is  found  in  the  Dublin  S. 
Carlo,  nor  the  schematic  formality  found  in  the  two  versions 
of  the  Transfiguration  and  in  the  Modena  Circumcision. 

The  Martyrdom  of  S.  Stephen  originally  in  S.  Stefano,  Genoa 
and  now  in  the  care  of  the  Soprintendcnza,35  displays  a  more 
vigorous  modelling  and  a  richer  impasto  than  any  of  the  Genoese 
works  discussed  so  far.  A  similar  strength  in  handling  characterises 
The  Mocking  of  Christ  in  Sheffield,36  (which  will  be  travelling  to 
the  exhibition)  yet  both  pictures  do  still  retain  an  element  of  man- 
nerist hardness,  especially  evident  in  the  rather  chiselled  and 
angular  draperies  which  are  such  a  characteristic  feature  of 
Procaccini's  style.  The  Sheffield  picture  the  early  provenance  of 
which  is  unknown,  of  course  is  based  on  Titian's  composition 
of  the  subject,  now  in  the  Louvre,  but  s*:,1  h  Milan  Cathedral  in 
Procaccini's  day.  The  St.  Stephen  and  the  Mocking  of  Christ  are 
probably  both  later  in  date  than  the  Modi  u  Circumcision 
of  c.  1616  and  the  Dublin  Apotheosis  of  S.  Carlo,  where  the 
handling  is  smoother  and  the  colour  more  acidic,  but  a  little 
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earlier  than  another  Genoese  work,  The  Dead  Christ  (formerly  in 
the  Palazzo  Doria  in  the  Via  Garibaldi,  Genoa,  and  now  the 
property  of  a  Genoese  Bank37),  which  is  broadly  painted  in  a 
rich  warm  tone. 

The  picture  of  The  Dead  Christ  has  great  emotional  intensity 
and  concentration,  expressed  in  a  composition  of  a  simplicity, 
which  we  do  not  find  in  any  of  the  other  works  by  Procaccini 
which  can  still  be  traced  to  a  Genoese  source.  It  is  not  un- 
reasonable to  date  it  c.  1618,  the  moment  when  Ratti  states  that 
Procaccini  was  working  for  a  branch  of  the  Doria  family.  A 
picture  of  Christ  and  the  Adulteress  (No.  8)  in  the  museum  at 
Potsdam,  of  unknown  provenance38  might  also  date  from  about 
this  time.  It  has  an  expressive  quality  which  is  not  found  in  the 
more  elegant  rendering  of  the  same  subject  in  the  Durazzo 
Pallavicini  collection. 

The  figure  of  the  dead  Christ  in  the  ex  Doria  picture  jlosely 
resembles  the  figure  of  Christ  in  the  Raising  of  the  Iross  in 
Edinburgh  39  and  the  figure  of  the  Adulteress  in  the  Potsdam 
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6.  The  Transfiguration.  Church  of  St.  James,  Whitehaven. 


7.  The  Transfiguration.  Church  of  S.  Marco,  Milan. 


picture  clearly  foreshadows  the  Susanna  in  the  picture  at  Christ 
Church,  Oxford.  The  Edinburgh  picture  might  be  the  'Crista 
levato  di  Croce  con  quantita  di  figure'  recorded  in  the  Maffei  collec- 
tion, Brescia  in  176040;  the  provenance  of  the  Christ  Church 
picture  cannot  be  traced  back  beyond  General  Guise  who 
bequeathed  it  to  the  College  in  176541.  Both  pictures  have  a 
richness  of  colour  combined  with  a  dramatic  sense  of  composition 
which  is  not  found  in  Procaccini's  earlier  work,  and  which  is 
absent  in  all  his  surviving  Genoese  pictures.  The  same  qualities 
are  to  be  found  in  the  Mocking  of  Christ  in  Dallas,  which  may  be 
dated  c.  1 620  on  the  basis  of  its  very  close  similarity  to  the 
Constantitte  receiving  the  Instruments  of  the  Passion,  dated  1620,  now 
in  tin.  Castello  Sforzcsco,  Milan.  (The  exhibition  organisers 
have  been  v<  :  y  fortunate  to  secure  the  loan  of  the  Dallas  picture 
which  will  be  one  of  the  highlights  of  the  exhibition.)  But  even 
late  paintings  by  Procaccini  such  as  these  all  retain  some  man- 
nerist features  a  nervous  articulation  of  hands  and  feet,  and  a 
disturbing  use  of  exaggerated  foreshortening.  They  show  a 
general  affinity  with  the  work  of  Procaccini's  Emilian  contem- 
porary, A.  Tiarini.  Certainly  there  is  little  about  them  to  suggest 
that  Procaccini  was  approaching  a  truly  baroque  style,  even 
towards  the  end  of  his  life. 

The  present  note  docs  not  pretend  to  offer  a  solution  to  the 
problem  of  Procaccini's  stylistic  development.  We  can  only  hope 
that  the  exhibition  in  Milan,  by  bringing  together  some  of  the 


pictures  we  have  discussed  and  many  others  beside,  will  provide  a 
special  opportunity  to  resolve  these  difficulties,  and  to  place 
Procaccini's  Genoese  connections  in  their  proper  perspective.42 

NOTES 

1.  For  a  general  account  of  17th  century  Lombard  painting  see  E.  K.  Water- 
house  Italian  Baroque  Painting  1969  (2nd  edit.)  p.  134  ff. 

2.  For  Lombard  paintings  in  Spanish  collections  see  Alfonso  E.  Perez  Sanchez 
Pintura  Italiana  del  Sigh  XVII  en  Espana  1965  p.  343  ff. 

3.  Reproduced  by  E.  K.  Waterhouse  op.  cit.  p.  137,  fig.  117. 

4.  Piero  Torriti  in  Arte  Lombarda  1964, 1  p.  154  ff.  and  fig.  7. 

5.  Previously  attributed  to  Camillo  Procaccini  cf.  James  White  National 
Gallery  of  Ireland  1968  fig.  17.  Recently  cleaned.  First  published  as  by  G.  C. 
Procaccini  in  Attivita  delta  Soprintendenza  alle  Gallerie  del  Lazio  Roma  1969 
fig.  48.  Acquired  by  the  National  Gallery  of  Ireland  in  c.  1856  from  a  Roman 
dealer,  Aducci.  (Information  kindly  supplied  by  Michael  Wynne.)  For  the 
earlier  provenance  see  note  28  below. 

6.  Found  in  the  cellars  of  the  National  Union  of  Mine  workers  and  presented  to 
the  Graves  Art  Gallery,  Sheffield  in  1963  (information  kindly  supplied  by 
D.  Rodgers).  Recently  cleaned.  Previously  attributed  to  Guercino.  It  is  just 
possible  that  this  picture  is  the  Mocking  oj  Christ,  of  large  size  by  G.  C.  Pro- 
caccini which  in  1853  was  offered  for  sale  by  Charles  O'Neill,  a  London 
picture  dealer  (see  Report  by  the  Directors  of  the  Royal  Institution,  Edin- 
burgh 1853,  preserved  in  the  Scottish  Records  Office).  The  picture  is  repro- 
duced by  M.  Valsecchi  in  Paragone  243,  May  1970,  p.  22  ff,  fig.  20. 

7.  From  Wildenstein  of  New  York. 

8.  For  the  provenance  since  1889  see  C.  Thompson  and  H.  Brigstocke,  Shorter 
Catalogue  of  National  Gallery  of  Scotland,  1970,  p.  71,  no.  2276. 

9.  J.  Byam  Shaw  Paintings  by  Old  Masters  at  Christ  Church,  Oxford,  1967,  p.  99, 
no.  177,  pi.  125. 

10.  Signed  G.  C.  P.  lower  right.  Canvas  strips  108  x  74  J  inches  have  been  added  on 
all  four  sides.  This  picture  was  presented  to  the  church  by  the  third  Earl  of 
Lonsdale  in  1869.  According  to  the  parish  records  (cf.  D.  P.  Sewell  History 
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Notes  in  St.  James  Church  Whitehaven,  1972,  p.  32)  the  picture  was  tnken  from 
Madrid  during  the  Napoleonic  invasions  and  later  acquired  in  Paris  by  Lord 
Lonsdale.  This  account  is  endorsed  by  the  evidence  of  a  copy  of  the  picture 
in  a  sketchbook  made  in  Spain  by  Richard  Cooper  (c  1740  -  c.  18 14);  he- 
notes  that  the  picture  was  then  in  the  collection  of  the  'Marqs.  Villafranca'. 
The  sketchbook  is  in  the  Department  of  Prints  and  Drawings  of  the  National 
Gallery  of  Scotland,  no.  D.4823. 

11.  The  picture  in  S.  Marco,  Milan,  may  be  the  picture  formerly  in  the  church  <<t 
S.  Giulia  Brescia.  Cf.  Dipinti  dclla  Pinacottca  di  Brcra  in  dtposito  nelle  chiese  delta 
Lombardia,  Milano,  1969.  It  should  also  be  noted  that  F.  Wittgens  111  Rivista 
d'arte,  1933,  p.  36  ff.  suggested  that  the  S.  Marco  picture  might  be  the  one 
previously  in  S.  Agostino  delle  Monache  Domenicane  in  Milan. 

12.  S.  Vigezzi  in  Rivista  d'arte,  1933,  p.  486. 

13.  M.  Rosci  J  Quadridi  San  Carlo  del  Duonw  di  Milano,  1965,  p.  168  ff. 

14.  N.  Pevsner  in  Rivista  d'arte,  1929,  p.  329  ff.,  fig.  4. 

15.  M.  Rosci  Catalogue  of  the  Mostra  del  Cerano,  Novara,  1964,  p.  91,  no.  104, 
fig.  139- 

16.  M.  Rosci  op.  cit.,  p.  85,  no.  96,  fig.  133. 

17.  M.  Valseechi  op.  cit.,  p.  19  ff,  fig.  19. 

18.  R.  Palluchini  I  Dipinti  delta  Galleria  Estentc  di  Modcna,  1945,  p.  203,  no.  479, 
fig.  181. 

19.  N.  Pevsner  op.  cit.,  p.  324  ff,  fig.  1.  Pevsner  incorrectly  dates  the  picture 
1605  but  cf.  F.  Wittgens  op.  cit.,  p.  35. 

20.  Catalogue  de  la  Pinacotheque  de  Brera,  1950,  p.  86. 

21.  R.  Soprani  he  Vite  di  pitt.  genov.,  1768, 1,  p.  441. 

22.  F.  Wittgens  op.  cit.,  p.  35  ff. 

23.  M.  Valseechi  op.  cit.,  p.  12  ff. 

24.  R.  Longhi  in  Paragone,  no.  243,  May  1970,  p.  35  ff. 

25.  P.  Torriti  op.  cit.,  p.  151  ff. 

26.  N.  Pevsner  op.  cit.,  p.  345  ff,  fig.  11. 

27.  P.  Torriti  op.  cit.,  p.  154  ff. 

28.  A.  Bertolotti  Artisti  Lombardi  a  Roma  net  Sc.:oIi  XV,  XVI,  XVII.  1881,  Vol. 
II,  p.  210  ff. 


29.  P.  Torriti  La  Galleria  del  Palazzo  Durazzo  Pallavidni  a  Genova,  t<X>7,  P-  205, 
fig.  183.  I  am  most  grateful  to  Marchcsa  Carlotta  Cattanco  Adorno  Cmst ini- 
ani  for  kindly  allowing  mc  to  study  this  picture. 

30.  F.  Wittgens  op.  cit.,  p.  51  ff,  fig.  11.  Sec  also  Catalogue  de  la  Puuuetkiqu  de 
Brera,  1950,  p.  84. 

31.  L.  Malic  /  Dipinti  del  Museo  d' Arte  Antica,  Museo  CivUo  di  Torino.  [963, 
p.  163,  pi.  XIII.  The  early  provenance  of  the  picture  is  not  known. 

33.  F.  Wittgens  op.  cit.,  p.  47  ff,  tig.  8.  Sec  also  Mil  see  Royaux  dr<  Hraux  Afti, 
Catalogue  de  la  Peinture  Ancicnne,  1957,  p.  83,  no.  8^7.  The  early  provenance 
ot  the  picture  is  not  known. 

33.  N.  Pevsner  op,  cit.,  p.  346  ff ,  fig.  12. 

34.  P.  Rotonda  La  Galleria  N.izionale  di  Palazzo  Spinola  a  Genova,  1967,  p.  38 
illus. 

35.  P.  Torriti  in  Arte  Lombarda,  1964, 1,  p.  1  $6,  fig.  10. 

36.  M.  Valseechi  op.  cit..  p.  22  ff,  fig.  20. 

37.  P.  Torriti  La  Quadreria  delta  Casa  di  Risparmio  di  Genova  n.d.,  fig.  29.  I  am 
indebted  to  Dr.  Torriti  for  information  about  the  provenance  of  this  picture. 

38.  G.  Eckardt  Die  Gemalde  inder  Bildergalerie  von  Sanssouci,  Potsdam.  [965. 

39.  M.  Valseechi  op.  cit.,  p.  22  ff. ,  fig.  21. 

40.  G.  B.  Carboni  (edit.  Chizzola)  Lc  Pitture  e  Sculture  di  Brescia  .  .  .  ,  1760,  p.  155. 
This  is  the  only  reference  to  the  unusual  subject  of  77ie  Raising  of  the  Cross 
which  I  have  seen  after  a  systematic  search  of  the  old  guide  books  of  N.  Italy. 
It  seems  very  probable  that  Carboni  is  describing  the  Edinburgh  picture.  (I  am 
warmly  indebted  to  my  colleague  Keith  Andrewsfordrawingmyattention  to 
this  reference  and  for  kindly  lending  me  his  copy  of  the  book.)  M.  Valsecchi's 
suggestion  loc  cit.  that  the  Sheffield  and  Edinburgh  pictures  might  origin- 
ally have  formed  a  pair  is  not  convincing  and  is  based  on  no  positive  evidence. 

41.  J.  Byam  Shaw  toe  cit. 

42.  Detailed  information  about  the  exhibition  was  not  available  when  this  article 
was  completed  in  February  1973.  Dr.  G.  A.  Dell'Acqua  kindly  informs  us 
that  although  the  main  emphasis  will  be  on  paintings  there  will  also  be  a 
section  devoted  to  drawings,  exhibited  separately  at  the  Biblioteca  Ambro- 
siana,  and  some  sculpture  and  applied  art. 


8.  Christ  and  the  Adulteress.  Potsdam  Sanssouci 
Bildergalerie. 


Gerald  Benney  -  silversmith 

A.  KENNETH  SNOWMAN 


Tilt  creative  force  docs  not  emerge  unheralded  from  a 
vacuum,  and  it  comes  as  no  surprise  to  learn  that  Gerald 
Barney's  artistic  foundations  are  safely  embedded  in  a  traditional 
discipline. 

His  mother  was  a  practising  silversmith,  his  father  a  painter 
and  li is  brother  a  scribe.  Horn  in  Hull  in  1930,  he  became,  in  due 
course,  a  student  at  the  Brighton  College  of  Art,  where  his  father 
w  as  principal,  and  there  trained  as  a  silversmith.  He  moved  on  to 
Eric  Gill's  Guild  of  St.  Joseph  and  St.  Dominic  at  Ditchling  and 
studied  under  the  ecclesiastical  silversmith  Dunstan  Pruden. 
Clear  evidence  of  this  early  training  is  to  be  found  throughout 
Barney's  work,  and  its  calligraphic  elegance  must  owe  some- 
thing quite  substantial  to  this  early  contact  with  the  rarefied 
world  of  Gill. 

One  is  continually  delighted  by  the  sheer  variety  of  the  ideas 
which  flow  from  this  lively  designer.  To  provide  just  one 
example,  it  is  well  known  that  he  perfected,  in  1964,  a  very 


personal  method  of  texturing  the  surface  of  silver,  and  that  most 
of  his  contemporaries  in  this  country  gladly,  even  greedily, 
incorporated  the  technique  into  their  own  repertoires.  It  was,  in 
effect,  a  revolutionary  step  forward  for  the  by-now  overworked 
process  of  engine-turning  which,  unless  employed  with  singular 
originality,  can  have  a  debilitating  effect  upon  a  contemporary 
silver  or  gold  subject.  The  role  of  the  artist-craftsman  in  the 
twentieth  century  is  not  an  easy  one.  We  are  the  unfortunate  and 
often  resentful  inheritors  of  a  technological  revolution;  un- 
fortunate because  we  have  not  yet  learned  to  cope  with  it  and 
resentful  because  we  recognize  only  too  well  our  disability  in 
this  regard. 

The  artist  has  a  special  responsibility  to  use  his  experience  and 
understanding  to  express  what  he  hopes  for  and  believes  is 
worthwhile.  Unlike  so  many  contemporary  craftsmen,  Benney 
has  never  abandoned  a  basic  humanity  and  integrity.  In  his  best 
work  there  is  nothing  of  anonymity  and  he  never  indulges  in 


I.  Large  silver  bowl  with  cut  card  decoration 
on  base,  1948.  Private  Collection. 


Colour 

Oval  box  in  eighteen  carat  gold  with  sides  decorated  with  panels  of  red 
basse-taille  enamel  inside  a  white  border  and  lid  set  with  a  single  fire  opal, 
approximately  3^  X  4|  inches,  1973.  Alistair  McAlpine  Collection. 


2.  Pair  of  silver  salad  servers  with  carved  ivory  handles,  1950.  Private 
Collection. 
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3.  Silver  tea  pot  and  hot  water  pot  with  ivory 
handles  and  cut  card  decoration  on  the  lids, 
1950.  Private  Collection. 


mere  novelty  for  its  own  sake.  His  flair  for  fashioning  silver  is  as 
natural  to  him  as  breathing  and  that  is  why  his  pieces  invariably 
have  an  inviting  and  comfortable  quality  -  one  wishes  to  take 
hold  of  the  tea-pot,  to  lift  up  the  cigarette  box  and  open  it,  to 
drink  from  the  wine  cup ;  it  is  a  sort  of  tactile  magnetism  which 
goes  far  beyond  mere  etficient  machining.  Here  then  is  a  rare 
artist  who,  unquestionably  a  man  of  his  time,  has  nevertheless 
entered  this  time  fully  armed  with  an  exhaustive  training  and  a 
hrm  grasp  of  the  grammar  of  his  craft. 

Benney  has  carried  out  ambitious  and  sometimes  elaborate 
commissions  for  institutions,  firms  and  private  individuals  not 
only  over  here,  but  in  many  countries  of  Europe,  in  Australia  and 
the  Far  East.  These  have  taken  the  form  of  trophies,  centre-pieces 
and  table-ware,  all  characterized  by  their  robust  quality  and  a 
deceptive  simplicity  of  design.  Never  content  to  repeat  work 
when  the  original  impetus  or  inspiration  has  cooled,  he  has  since 
1968  turned  his  attention  towards  the  manufacture  of  enamel 
ware.  Characteristically  he  set  about  the  revival  of  this  very 
difficult  and  hazardous  form  of  decoration  by  conducting  his  own 


experiments  for  a  couple  of  years  at  Becnham  House,  a  beautiful 
Georgian  mansion  in  the  Kennet  Valley  near  Reading  which  is 
both  his  country  home  and  his  design  studio.  He  tried  out  every 
recipe  he  could  lay  his  hands  on  in  his  studio  and,  still  not  satisfied 
with  the  progress  he  was  making,  set  off  for  Switzerland  where 
the  craft  was,  to  some  extent  at  least,  still  practised. 

He  managed  to  trace  Berger  Bergerson,  a  Norwegian,  who 
had  headed  one  of  the  country's  last  great  enamelling  firms. 
Benney  was  able  to  coax  this  distinguished  working  cnameller 
back  to  Beenham  where  he  acted  as  adviser  on  the  tempera- 
mental processes  of  enamelling.  In  this  way  a  noble  craft  was 
slowly  revived  by  patience  and  re-education.  Special  attention 
was  paid  to  the  most  complicated  technique  of  all,  the  produc- 
tion of  translucent  enamels.  This  demands  the  extremely  careful 
firing  of  the  flux  which  must  remain  quite  transparent,  of  even 
colour  and  limpid  surface  without  bubbles  or  other  flaws,  so 
that  the  engraved  pattern  carried  out  on  the  metal  floor  below 
may  be  clearly  seen:  a  direct  reference  back  to  the  methods  of  the 
eighteenth-century  goldsmiths  of  Paris  who  produced  the 


4.  Silver  table  centrepiece  set  with  square  cut 
Australian  sapphires  and  mounted  with  eighteen 
carat  gold,  1968.  Reading  Corporation. 
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5.  Eighteen  carat  gold  sculpture  decorated  with  carved  emeralds  on  the 
extremities,  mounted  in  cobble-set  cabochon  rubies  on  a  jade  base. 
Erasmus  and  Co. 


miraculously  enamelled  gold  snuff  boxes  at  the  benches  of  their 
workshops  on  the  Quai  des  Orfevres. 

The  engraved  oval  gold  box  which  has  been  chosen  as  a  colour 
plate  to  accompany  this  note  must  be  accounted  an  achievement 
of  quite  unusual  merit.  The  cover  is  set  with  a  lively  piece  of 
opal  and  the  sides  are  decorated  with  a  translucent  rust-coloured 
enamel  over  engraved  fields  and  the  borders  and  monogram  are 
expressed  in  opaque  white  enamel.  All  the  intricate  processes 
emploved  to  produce  this  very  satisfying  object  are  those  we 
admire  in  a  box  by  Blcrzy  or  any  of  the  splendid  goldsmiths 
under  Louis  XVI,  yet  this  is  unambiguously  an  object  of  our  own 
century.  It  cannot  be  dismissed  as  a  mere  pastiche;  Benncy  has 
made  it  his  own.  Again  one  should  consider  the  jade,  gold  and 
ruby  tree  with  carved  emerald  petals  -  this  proclaims  its  Mogul 
forbears  but  our  verdict  must  nevertheless  remain  the  same. 

His  passion  for  bis  profession  is  intense  and,  a  Liveryman  of  the 
Worshipful  Company  of  Goldsmiths,  he  devotes  time  to  advising 
on  all  matters  connected  with  his  chosen  craft.  In  1971  he  was 
elected  to  the  Faculty  of  Royal  Designers  for  Industry  and  the 
following  year  he  was  appointed  to  the  Government's  new  Crafts 
Advisory  Committee. 

He  employs  twelve  craftsmen  in  his  spacious  workshops  in 
Bear  Lane  in  Southwark  and  another  five  in  the  country  at 
Beenham.  London  will  have  an  opportunity  of  examining  the 
new  enamelled  confections  when  they  arc  0  bibi  sd  tor  the  first 
time  at  an  important  retrospective  show  covering  a  quarter  of  a 
century  of  his  silversmithing  to  be  arranged  at  Goldsmith's  Hall 
from  May  1  to  21  this  year. 


6.  Left  to  right.  Eighteen  carat  gold  flush  hinged  box  in  the  form  of  a  book 
engraved  with  scroll  patterns;  eighteen  carat  gold  compact,  the  lid 
decorated  with  spiral  designs  incorporating  square  emeralds  and  a  diamond 
studded  catch;  eighteen  carat  gold  stirrup  cup  with  the  steeple  lid  crowned 
by  a  solitaire  diamond,  the  bowl  studded  with  diamonds,  emeralds, 
sapphires  and  tourmalines,  1966-68.  Erasmus  and  Co. 


7.  Set  of  six  silver  gilt  goblets  with  white  enamel  bands  around  their  stems; 
eighteen  carat  gold  box,  the  lid  enamelled  with  white  discs  on  a  clear 
ground,  1971-72.  Erasmus  and  Co. 
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Harry  Furniss' s 
Joke  Academy 

WILLIAM  ALLAN 

Mirth  means  not  malice  !  Art  may  have  its  play  time, 
The  Muse's  selves  their  hours  of  frolic  fun. 
Ars  Longa  est,  but  in  the  mellow  Maytime 
Its  long  drawn  labours  for  awhile  are  done 
And  when  leaves  burst  and  early  blossoms  blow, 
Art  is  on  show. 

E.  J.  Milliken. 


In  May  1887  Harry  Furniss,  a  caricaturist  with  a  blend  of  im- 
pudence and  accuracy  remarkable  among  the  explicit  and 
ponderous  humorists  of  his  era,  opened  an  exhibition  of  his 
drawings  at  the  Gainsborough  Gallery.  It  took  some  time  for  the 
impact  of  what  Furniss  had  done  to  resound  through  the 
artistic  world ;  for  he  had  set  himself  up  as  a  one  man  rival  to 
the  Royal  Academy  Summer  Exhibition,  displaying  eighty- 
seven  drawings  in  which  he  parodied  the  style  and  mannerisms 
of  a  like  number  of  the  leading  artists  of  the  day.  As  The  Times 
commented,  'it  is  an  enterprise  which  any  man  of  less  audacious 
and  prodigious  power  of  work  would  have  shrunk  from  at  its 
very  inception'  and  its  effect  was  'to  startle  the  town  and  make 
a  society  sensation'. 


Furniss  himself  was  thirty-three,  and  had  been  a  regular 
contributor  to  Punch  for  seven  years,  which  he  found,  like  Phil 
May  and  John  Tenniel,  to  be  an  excellent  medium  for  his  style 
of  cartooning.  His  reasons  for  attempting  such  an  ambitious 
and  perilous  undertaking  were  less  tortuous  than  those  who  were 
fearful  of  his  pen  suggested.  'Writers  have  been  repeatedly 
burlesqued  by  other  writers',  he  wrote,  'and  dramatists  by 
brother  dramatists;  but  an  Art  travesty  on  the  large  scale  has 
probably  never  before  been  attempted.'  Furniss  intended  to 
parody  the  general  style  of  the  great  artists  of  the  moment,  in 
what  he  described  as  'A  Joke  Academy',  which  would  capture 
'not  so  much  specific  performances  as  habitual  manner'. 

The  idea  of  satirizing  the  Royal  Academy  was  not  a  new  one. 


1.  Harry  Furniss.  The  R.  A.  Rocks  in  Troubled  Waters.  The  commanding 
figure  of  Lord  Leighton  can  be  seen  in  the  centre  of  the  painting. 


2.  Peter  Graham  R.A.  Sea  Girt  Crags. 
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3.  Harry  Furniss.  Very  Like  a  Hook. 


4.  J.  C.  Hook.  Young  Dreams.  Tate  Gallery. 


Going  back  to  the  epic  quarrels  of  the  18th  century,  and 
through  the  restrained  rebellion  of  the  Clique  led  by  Augustus 
Egg  and  John  Philip  in  the  late  1830s,  there  was  a  respectable 
tradition  of  protests  against  the  conservatism  of  the  Academy. 
The  Comic  Guide  to  the  Royal  Academy  for  1864  published  under 
the  pseudonym  of  Gemini  suggested  that  the  whole  business 
of  a  summer  exhibition  was  a  fiasco  'designed  for  those  that 
know  that  as  in  the  world,  so  in  the  Royal  Academy,  the  worst 
things  often  go  to  the  wall'.  In  1875  an  anonymous  pamphlet 
entitled  A  Rap  at  the  R.A.  achieved  a  lively  sale  despite  the 
occasional  clumsiness  of  the  verse  in  which  it  was  written.  It 
began  with  a  caustic  indictment  of  the  Academy's  pedigree. 
'Begot  by  roguery,  and  born  a  cheat, 
Cradled  in  craft  and  suckled  in  deceit, 
Brought  up  by  guile  to  thrive  on  others'  wrong, 
By  clique  taught  pointing,  and  by  clique  made  strong, 
Prone  to  bear  malice  under  friendship  feigned, 
With  property  by  false  pretence  obtained, 
A  Royal  Patron  on  the  sly  secured, 
Which  from  the  first  its  cheek  to  shame  inured ; 
Who  gave  it  birth  it  viperous  turned  to  slay, 
Then  fattened,  vulture  like,  on  their  decay. 
Small  wonder  that  the  Bantling  grew  to  be 
The  thing  it  is  from  such  an  infancy!' 
This  was  strong  meat  for  the  artists  of  an  era  in  which  artists 
were  not  supposed  to  hate,  and  art  was  reckoned  to  be  the  polite 
reflection  of  civilisation  and  progress.  The  Rap  ended  by  urging 
the  Academy  to 

'.  .  .  play  no  more  this  mean,  unworthy  part, 
But  do  your  best  to  raise  up  English  Art!' 
This  was  Harry  Furniss's  view  of  the  Academy,  as  a  place 
where  the  inventiveness  and  originality  of  English  art  could 
be  displayed,  impressing  native  Briton  and  foreigner  alike  with 
the  richness  of  our  civilisation.  He  felt  that  much  of  the  work 
on  view  was  commercial  and  routine,  and  he  resolved  to  mount 
an  exhibition  to  prove  it.  It  took  him  three  years  of  patient  work 
to  complete  eighty-seven  pictures,  most  of  it  researching  the 
work  of  the  artists  he  intended  to  parody.  'I  had  to  examine 
each  artist's  work  thoroughly.  I  studied  spi  l  as  of  the  work 
of  each  at  various  periods  of  his  or  her  career.  I  had  to  discover 
their  mannerisms,  their  idiosyncrasies  and  ideas,  if  they  had 


any,  their  tricks  of  brush  work  and  all  the  technicalities  of  their 
art.  Then  I  designed  a  picture  myself  in  imitation  of  each  artist ; 
in  a  very  few  instances  oidy  did  I  parody  an  actual  work.' 
Secrecy  was  vital  to  his  plan,  and  he  took  to  working  with  his 
studio  doors  locked,  and  placed  each  completed  drawing  behind 
a  bank  of  heavy  curtains.  He  had  to  be  careful,  too,  to  avoid 
any  impression  of  either  envy  or  malice.  He  was  not  of  a 
jealous  temperament,  and  he  certainly  didn't  grudge  the  artists 
their  financial  success  or  blame  them  for  the  drab  state  of 
British  painting.  Furniss  himself  was  inclined  to  blame  the 
growing  prosperity  of  the  1 860s  and  '70s  for  the  decline  in  the 
Academy's  standards.  'Just  then  the  picture  dealer  arose  in  the 
artistic  firmament.  Buy,  Buy,  buy  was  his  cry.  In  those  days 
the  one  idea  was  to  buy  pictures,  larger,  dearer  and  more  of  them 
than  your  neighbour  possessed.  It  was  no  longer.  Art  for  Art's 
sake,  but  pictures  for  profit's  sake.'  People  who  bought  pictures 
on  that  scale  were  mostly  from  a  middle  class  or  professional 
background,  reasonably  well  educated  in  the  artistic  heritage 
of  the  Renaissance  and  impressed  with  a  sombre  respect  for  the 
painting  of  Italy  and  France.  Originality,  spontaneity  and  force 
were  not  what  was  wanted;  sentiment  for  them  was  the  stuff 
of  art,  and  painting  was  expected  to  show  good  maimers, 
sympathy  for  the  subject  and  a  becoming  sense  of  the  prevailing 
morality.  This  attitude  helped  to  make  a  great  deal  of  money 
for  those  artists  who  were  prepared  to  follow  the  fashion. 

For  those  who  were  not,  there  could  only  be  years  of  bitter- 
ness and  rejection.  The  authors  of  The  Comic  Guide  to  the  Royal 
Academy  for  1864  blamed  the  low  standard  of  the  exhibits  on 
'those  who  arc  possessed  of  some  extremely  vague  ideas  about  what 
they  call  the  dignity  of  Art,  and  who  suffer  severely  from  some 
organic  mystification  on  the  subject.  These  Gentlemen  would 
regard  with  a  sober  and  affectionate  respect  a  public  house 
sign  board  provided  that  it  be  framed,  nailed  to  the  Academy 
walls  and  labelled  Indigestion'.  The  best  that  could  be  hoped  for 
was  the  sort  of  painting  so  exactly  described  by  Saki  in  The 
Reticence  of  Lady  Anne.  'They  leaned  towards  the  honest  and 
explicit  in  art,  a  picture,  for  instance,  that  told  its  own  story, 
with  generous  assistance  from  the  title.  A  riderless  V  irhorse 
with  harness  in  obvious  disarray,  staggering  into  a  c  urtyard 
full  of  pale  swooning  women,  and  marginally  noted  B  d  News, 
suggested  to  their  minds  a  distinct  interpretation  of  some 
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5-  Harry  Furniss.  Scotch  Cottage  Comfort.  The  way  in  which  the  'wee 
drop'  brings  comfort  to  three  generations  of  the  painter's  countrymen 
is  shown  in  a  homely,  touching  style  in  this  characteristic  work. 


military  catastrophe.  They  could  see  what  it  was  meant  to 
convey  and  explain  it  to  friends  of  duller  intelligence.'  That 
was  a  safe  and  worthy  genre,  considerably  less  pretentious  than 
the  moral  tales  or  scenes  of  Classical  antiquity  which  were 
so  much  in  vogue.  If  it  were  necessary,  under  some  future 
cultural  tyranny,  to  destroy  all  but  one  Victorian  painting,  a 
strong  claim  could  be  made  for  the  retention  of  J.  R.  Herbert's 
monumental  canvas,  A  Mortally  Wounded  Bandit  Chief  exhorting 
his  comrades  to  return  to  an  honest  living.  All  the  qualities  that 
Harry  Furniss  so  distrusted  in  academicians'  work  were  there; 
the  moral  overtones,  of  course,  and  that  inescapable  contra- 
diction between  the  accuracy  and  naturalism  of  the  painted 
detail,  and  the  pathos-ridden  miasma  of  the  subject  and  its 
treatment. 

Another  factor  which  helped  to  standardise  painting  was  the 
prominence  given  to  the  Arts  at  the  International  Exhibitions 
of  1 85 1  and  1862.  The  characteristically  British  desire  to  produce 
a  well-turned-out  product  influenced  the  finish  of  paintings  just 
as  much  as  that  of  railway  sleepers  or  rifle  bolts.  The  finish  and 
exactitude  of  one  of  Marcus  Stone's  paintings  was  as  much  a 
warranty  for  its  quality  as  the  stamp  'Made  in  Britain'  on  a  toy 
howitzer  or  tin  plate.  The  novelist  Ouida,  in  a  remarkably 
telling  essay  entitled  'The  Ugliness  of  Modern  Life'  perceived 
that  the  worship  of  industry  and  commercial  power  would 
destroy  the  visual  arts  as  surely  as  it  destroyed  the  countryside, 
'nature's  own  art'.  Her  sympathies  went  out  to  the  figures 
of  the  Arts  and  Crafts  Movement,  whom  she  supposed  to  be 
leading  a  return  to  the  simplicity,  naturalness  and  beauty  of  a 
mythical  Middle  Ages.  Furniss  found  both  these  extremes 
distasteful  and  easy  to  hold  up  to  ridicule.  He  threw  his  barbs 
at  representatives  of  the  Aesthetic  trend  just  as  readily  as  at  the 
narrative  and  genre  painters.  In  doing  this,  he  realised  that 
he  risked  bringing  about  an  unholy  alliance  between  the  two  in 
the  event  of  his  exhibition  failing,  and  a  price  being  set  on  his 
head.  Quite  part  from  the  worry  of  the  exhibition's  reception  by 
the  public,  Furniss  had  to  cope  with  all  the  problems  of  mounting 
and  financing  an  exhibition  in  a  major  London  gallery.  He 
was  desperately  afraid  that  the  'Joke'  wouldn't  succeed 
financially;  despite  contrary  advice,  he  decided  to  impose  an 
entrance  charge  of  2/6  for  the  private  view,  an  unheard-of 
proceeding,  and  then  to  allow  advertising  in  the  gallery  while 
the  show  was  open.  He  was  rather  taken  aback  by  his  first 
applicant,  an  inventor  of  'a  curious  waxwork  of  a  bald  old 
man  which  by  means  of  electricity  showed  the  gradual  alterations 
of  tint  produced  by  the  growth  of  intemperance'.  Furniss's 
imagination  failed  him  on  that  issue,  and  he  chose  instead  to 


sell  his  advertising  space  to  a  leading  firm  of  jewellers.  The 
night  before  the  opening,  Furniss  paced  up  and  down  his  studio, 
a  prey  to  the  combined  anxieties  of  artist,  manager,  and 
impresario.  The  Exhibition  was  a  huge  success.  'During  the  whole 
season',  said  The  Times,  'the  gallery  was  crushed  to  over- 
flowing, the  coldest  critics  were  dazzled,  the  public  charmed, 
and  literally  all  London  laughed.'  Furniss  was  delighted  at  the 
reception,  and  took  keen  pleasure  at  the  spectacle  of  the  sons 
and  daughters  -  'especially  the  daughters'  -  of  his  victims 
queuing  to  see  the  burlesque  versions  of  their  parents'  work. 
The  Times  critic  delivered  himself  of  a  portentous  review,  tilting 
ponderously  at  all  Academicians ;  'Mr.  Furniss  has  shown  that 
the  one  thing  lacking  in  them  is  a  sense  of  humour,  and  that  if 
they  would  not  take  themselves  so  seriously,  they  might  pro- 
duce work  that  would  be  a  joy  and  not  a  weariness  to  the  world. 
Whether  or  not  they  will  profit  by  the  lesson  it  is  difficult  to 
say,  for  dullness  has  become  the  basis  of  respectability,  and 
seriousness  the  only  refuge  of  the  shallow.' 

It  was  precisely  this  quality  of  heaviness  that  Furniss  pointed 
out  so  well.  One  especially  telling  parody  was  number  19, 
The  R.  A.  Rocks  in  Troubled  Waters,  in  which  Furniss  likened 
the  leading  figures  of  the  Academy  to  the  'Sea  Girt  Crags'  of 
the  popular  Scottish  artist  Peter  Graham. 

'Ah  Rocks  ahead !  And  every  head  a  rock ! 
Around  what  whirling  waters  smite  and  shock ! 
A  Highland  stream  in  spate,  though  autumn  brimmed  it, 
With  roaring  torrents,  and  though  Graham  limned  it, 
Were  but  a  mere  breeze  -  ruffled  city  puddle 
Compared  with  this!' 
Graham's  work  lent  itself  to  parody  very  readily.  After  a 
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successful  career  with  the  Scottish  R.A.,  Graham  registered  his 
first  success  in  London  with  A  Spate  in  the  Highlands  at  the 
Academy  exhibition  of  1866,  a  succes  fou  capped  in  the  following 
year  by  O'er  Moor  and  Moss!  The  extraordinary  popularity  of 
tli is  tvpc  of  painting  led  him  to  abandon  everything  for  scenes 
of  Highland  landscape,  complete  with  shaggy  cattle  and  purple 
heather,  or  detailed  pictures  of  spray  lashed  rocks  and  circling 
gulls  loosely  titled  Our  Northern  Shore  or  Rocks  oj  Ages.  By 
the  1 8 80s  he  was  the  acknowledged  'clan  chieftain'  of  the 
'Children  of  the  Mists',  as  the  Scottish  landscape  painters  were 
dubbed  by  a  slavishly  eulogistic  Art  Journal.  Graham  had  the 
perfect  combination  of  qualities  for  the  picture  buying  public 
that  Furniss  so  detested;  he  carefully  studied  and  recreated 
natural  detail,  and  infused  the  painting  with  sufficient  feeling 
to  reach  the  imagination  of  the  spectator  and  involve  him  in  a 
fantasy  in  which  artist  and  public  could  equally  share.  One 
anecdote  which  galled  Furniss  records  that  Graham  was  working 
on  a  landscape  and  wanted  a  tree  root  to  introduce  into  the 
foreground.  He  remembered  having  seen,  years  before,  just 
such  a  gnarled  root  on  the  moor  at  Rannoch,  and  he  thought 
that  he  had  made  a  sketch  of  it.  But  as  he  failed  to  find  it  in 
any  of  his  notebooks,  he  took  the  train  from  London  to  Perth- 
shire, went  straight  to  the  spot,  sketched  the  root  and  returned 
South  again,  all  within  forty-eight  hours.  Evidently  Graham 
combined  masochistic  diligence  with  artistic  accomplishment 
in  a  way  which  satisfied  both  the  moral  and  aesthetic  values  of 
his  prospective  purchasers. 

Another  Scottish  artist  whose  style  exasperated  Furniss  was 
Thomas  Faed.  A  genre  painter  of  the  most  honeyed  type,  he 
was  easily  parodied  in  engraving  no.  8,  'Scotch  Cottage  Comfort 
Redolent  oj  true  Scotch  sentiment  and  Spirit'.  This  parody  was 


plainly  based  on  Faed's  most  popular  Academy  picture  for  the 
year,  A  poor  beggar  bodie  or  A  Highland  Mother.  Faed  did  for  the 
Highland  people  what  Graham  did  for  Highland  landscape, 
bringing  affecting  and  poignant  scenes  of  peasant  life  to  add 
colour,  however  spurious,  to  the  harsh  mechanistic  world  of 
the  great  cities.  Paintings  such  as  /  cannot,  Mother,  I  cannot! 
Cold  little  Tootsies,  Faults  on  both  sides,  and  My  Ain  Fireside 
were  perfectly  suited  to  the  taste  of  the  time,  to  'arouse  the 
idleness  of  fancy  without  disturbing  the  sleep  of  understanding'. 
As  Furniss  wrote  alongside  his  own  sketch,  'So  long  as  this 
popular  artist  furnishes  the  Royal  Academy  with  such  pictures 
as  this,  the  reputation  of  Scotch  Art  and  Scotch  drink  will 
never  faed.' 

Most  of  the  leading  artists  of  the  day  were  included  in  Furniss's 
catalogue,  some  of  them  quite  obscure  nowadays.  One  of  his 
happiest  inspirations  was  his  parody  of  Edwin  Long,  who 
exhibited  a  colossal  canvas  at  the  Academy  in  1887  entitled 
Syra  the  slave  sharing  her  meal  with  Caecilia  the  blind  beggar  girl. 
He  made  gentler  fun  of  the  Norfolk  painter  G.  F.  Boughton, 
who  sent  more  than  eighty  pictures  to  the  Academy  between 
1863  and  1905,  all  of  them  to  do  with  peasant  life  in  the  country 
or  on  the  sea  shore,  'noteworthy  always  for  their  delicate 
poetry'.  In  a  quite  different  style,  he  parodied  John  Brett's 
Britannia's  Realm,  a  hazy  landscape  with  the  white  cliffs  of  Dover 
rising  boldly  out  of  the  distance.  Brett  was  a  more  interesting 
artist  than  most;  he  made  a  great  reputation  with  a  painting 
entitled  The  Stone  Breakers  in  1858,  after  which  he  fell  under 
Rusk in's  influence  and  spent  nearly  twenty  years  painting  scenes 
of  Italy.  Abruptly  he  changed  to  seascapes,  developing  an 
idiosyncratic  style,  painting  'in  a  scientific  rather  than  an 
artistic  spirit,  caring  more  for  the  detailed  veracity  of  record 
than  for  the  creation  of  beauty'.  In  this  mood,  he  reconstructed 
his  house  in  Keswick  Road,  Putney,  on  severely  utilitarian 
principles,  making  floors  and  roofs  of  asphalt,  the  ceilings  of 
plain  brick  and  the  heating  by  an  ingenious  system  of  hot 
water  pipes. 

A  less  eccentric  figure,  and  a  more  popular  artist,  was  J.  C. 
Hook.  He  was  the  elder  statesman  of  the  Academy  in  1887,  a 
sprightly  bearded  figure  who  had  progressed  from  the  youthful 
follies  of  Otto  IV  at  Florence  painted  in  1848  to  the  vigorous 
movement  and  briny  atmosphere  of  Fresh  from  the  Waves, 
The  Broken  Oar  or  The  Fisherman's  Goodnight.  Hook  approached 
the  business  of  art  with  missionary  zeal;  he  took  up  a  wide 
variety  of  crafts  to  demonstrate  that  art  and  work  were  not 
incompatible.  "Woodman,  builder,  swimmer,  sailor,  farmer, 


6.  Thomas  Faed.  A  Highland  Mother.  Tate  Gallery. 
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fisherman,  ihc  renowned  Academician  has  led  a  life  of  im- 
measurable activity  and  found  health  and  happiness  in  it.  At 
home,  we  find  that  being  a  Liberal,  or  rather  an  advanced 
Radical  in  politics,  he  has  endeavoured  to  educate  his  humble 
neighbours  in  knowledge  of  a  superior  kind.'  Hook  was  not 
much  of  a  humorist,  and  Furniss's  parody  of  his  style  is  one 
of  the  least  sympathetic  in  the  collection. 

A  genre  of  painting  which  Furniss  found  particularly  absurd 
was  the  pseudo-Venetian.  Venice  vied  with  the  Highlands  as 
the  most  popular  setting  for  happy  paintings  that  told  a  story. 
Hut  whereas  the  mist-laden  Highlands  had  more  to  tell  of 
domestic  bliss  and  family  occasions,  Venice  was  the  place  for 


7.  Harry  Furniss.  The  Magic  Circle,  or  There's  Nothing  like  a  Lather  by 
Soap-and-lVaterhouse. 


8.  J.  W.  Waterhouse.  A*  study  for  The  Magic  Circle,  1886. 


love,  courtship  and  all  things  gallant.  Besides  which  the  heat 
of  the  southern  sun  permitted  the  removal  of  more  clothes 
than  the  damp  air  of  the  Hebrides,  where  a  bare-footed  fishergirl 
was  the  most  one  could  expect  to  find.  Henry  Woods  was  an 
ardent  practitioner  of  the  'Venetian'  style;  in  his  paintings, 
black  eyed  maidens  pout  and  heave  their  ample  bosoms  while 
tight-waisted  gondoliers  with  hirsute  forearms  push  their  gaily 
caparisoned  craft  across  a  sun-drenched  lagoon.  Furniss  parodied 
Wood  without  mercy  in  an  engraving  called  Here  we  go  again, 
or  the  same  old  Dodge  of  Venice;  beneath  his  crowded  scene,  full 
of  desperately  contorted  limbs  and  smiles  of  incredible  width 
and  brilliance,  he  wrote  'It  seems  somehow  almost  a  pity  to 
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use  up  good  English  Woods  in  the  manufacture  of  what  may 
be  called  Venetian  "blinds"  .'  Wood  was  one  of  the  few  artists 
who  took  exception  to  Furniss's  exhibition. 

Another  regular  feature  of  the  Academy  exhibition  was  the 
space  given  to  historical  reconstructions,  or  imagined  incidents. 
Furniss  attempted  to  parody  this  style,  but  his  success  was  less 
obvious  since  paintings  of  that  type  were  generally  more 
straightforward  and  the  style  of  artist  subordinated  to  the  theme 
of  the  painting.  He  amalgamated  Ernest  Croft's  Cromwell  at 
the  Siege  of  Basing  House  with  Andrew  Gow's  Cromwell  at 
Dunbar  to  produce  a  parody  entitled  Here's  a  pretty  Gow!  As 
a  postscript,  Furniss  added  an  account  of  the  incident  which  he 
depicted.  'This  work  is  a  fair  specimen  of  those  historical  pictures 
without  which,  to  paraphrase  a  familiar  line  in  the  advertise- 
ments, no  Royal  Academy  would  be  complete.  At  the  siege  of 
Mudlow  Castle,  Cromwell,  after  firing  the  keep,  broke  with 
his  fanatical  followers  into  the  courtyard,  and  there  to  his 
surprise  and  great  wrath  found  the  irrepressible  Royalists 
indulging  in  certain  mirthful  and  profane  sallies,  regardless 
alike  of  soldierly  seemliness  and  of  incendiary  Ironsides.  "Here 
is  a  pretty  Gow!"  thundered  red  nosed  Noll,  in  the  simple 
yet  startling  idiom  of  the  age.' 

Furniss's  attitude  to  practical  joking,  like  his  view  of  the 
function  of  art,  had  much  to  do  with  the  social  life  and  political 
opinions  which  he  followed.  He  was  a  popular  and  obtrusive 
figure  in  the  Bohemian  clubs  of  the  time,  his  jovial  and  friendly 
personality  a  familiar  sight  at  the  Vagabonds,  the  Whitefriars 
and  the  Savage  Club.  He  used  to  go  down  to  the  Ludgate  Bar 
in  Fleet  Street  to  drink  with  the  Special  Correspondents,  and 
learn  at  first  hand  details  of  the  campaigns  and  events  which 
bound  together  the  Empire  of  which  he  was  an  ardent  pro- 
tagonist. His  natural  friends  were  the  actors,  publishers,  news- 
papermen and  writers  whom  he  met  in  the  clubs;  his  closest 
friend,  and  in  effect  his  patron,  was  the  War  Correspondent 
and  novelist  G.  A.  Henty,  whom  he  described  as  'a  huge  man 
looking  like  a  strayed  Viking,  the  leading  figure  in  the  Bo- 
hemian clubs'.  Both  men  were  staunch  Tories,  'fierce  and  trucu- 
lent Britons  ready  to  defy  the  whole  world'.  They  sustained  a 
kind  of  gruff  philistinism  in  their  attitude  to  the  arts,  believing 
that  art  did  not  excuse  a  man  from  physical  exertion,  either  on 
his  own  behalf  or  that  of  his  country.  Furniss  recalled  that  a 
visit  to  his  studio  'usually  began  with  some  turns  with  the  foils 
or  gloves,  followed  by  a  song  or  two  and  recitations  by  the 
artist  fraternity  prior  to  the  arrival  from  the  theatre  of  our 
actor  friends  near  midnight'.  A  far  cry  from  the  world  of  the 
Green  Carnation  and  the  Purple  Sins  of  the  Aesthetic  movement. 

A  good  example  of  Furniss's  robust  attitude  is  his  account  of  a 
dinner  at  the  Vagabonds  in  which  Henty  took  the  chair.  The 
Guest  of  Honour  was  Bishop  Mandell  Creighton,  and  it  fell  to 
him  to  propose  a  toast  to  journalism,  coupled  with  the  name  of 
the  editor  of  The  Times.  He  said  that  'I  don't  know  much 
about  newspapers  because  I  read  so  few  of  them.  I  have  only 
one  test  for  them,  and  that  is  their  suitability  for  wrapping  up 
shooting  boots.  Judged  by  that,  The  Times  is  an  excellent 
newspaper.'  The  Bishop  sat  down  to  what  was  no  doubt  a 
roar  of  hearty  laughter.  Given  his  warm  appreciation  of  an 
incident  of  this  kind,  it  is  no  wonder  that  Furniss  was  so  keen 
to  take  some  of  the  stuffing  out  of  the  Academy. 

The  ardent  patriotism  which  coloured  Furniss's  view  of  life 
was  typical  of  many  artists  working  in  the  1880s.  Charles  Wyllie, 
Lady  Butler,  Seymour  Lucas  and  J.  R.  Herbert  all  exhibited 
eminently  parodiable  canvases  at  the  Academy  in  1886  and '87, 
all  depicting  famous  episodes  in  British  history,  some  of  recent 
date.  Furniss's  forbearance  may  have  had  something  to  do  with 


a  feeling  common  to  many  literary  and  political  figures  ol  that 
time,  that  the  arts  'establishment'  had  such  a  reverence  for  Italy 
and  France  as  to  inhibit  a  wholehearted  belief  in  Britain's 
artistic  potential.  Artists  who  chose  to  return  to  British  history 
and  custom  for  their  inspiration  seemed  therefore  to  be  acting 
out  the  belief  which  Furniss  held  strongly,  that 

'England  should  play  in  nought  a  second  part. 

The  first  of  nations  must  be  first  in  Art.' 
Furniss  approved  the  sentiments  of  the  President  of  the  Royal 
Society  of  British  Artists,  Sir  Wyke  Bayliss,  who  declared  in 
1902  that  'we  are  passing  through  times  of  much  anxiety;  the 
horizon,  year  after  year,  is  darkened  with  thunder  clouds  and 
lurid  with  the  menace  of  war.  Never  was  there  a  time  in  which 
there  was  a  deeper  need  for  patriotism,  not  only  passionate 
but  unselfish,  not  only  ardent  but  enlightened'.  Encouraging  a 
higher  and  less  artificial  standard  of  painting  among  Royal 
Academicians  was  one  form  of  'enlightened'  patriotism.  In  the 
thirty  years  before  the  Great  War  many  writers,  both  British 
and  German,  pointed  to  the  concept  that  just  as  guns  and  ships 
were  the  raw  material  of  political  and  military  strength,  so  was 
art  the  raw  material  of  spiritual  and  moral  strength.  This 
dangerous  notion  found  its  most  extreme  and  logical  outlet  in 
the  cultural  policy  first  of  Soviet  Russia  and  later  Nazi  Germany, 
but  one  of  its  origins  lies  in  the  patriotic  movement  within  the 
Arts  Establishment  of  the  European  powers  at  the  end  of  the 
nineteenth  century. 

In  the  same  address  quoted  above,  Bayliss  voiced  another 
popular  conception,  that  Britain  was  the  'old  lag'  in  the  class 
of  civilisation,  the  grudging  lout  in  the  back  row,  his  pockets 
stuffed  with  jangling  victories  and  sticky  treaty  papers.  'Of 
course  Art  is  not  a  new  thing',  declared  Bayliss,  'though  true 
Art,  however  old  the  world  may  be,  is  always  young.  If  we 
consider  the  people  of  England  as  students  and  competitors  in 
the  world's  great  school  of  design  we  must  take  into  account  the 
fact  that  the  Victorian  era  is  not  the  first  term  in  which  we  have 
taken  lessons,  and  competed  for  prizes.'  The  main  thing  was  to 
win  the  prizes,  to  hold  up  to  ridicule  the  pompous  and  derivative 
style  which  seemed  to  stand  between  Britain  and  an  artistic 
breakthrough. 

Furniss  was  not  at  all  sure  what  direction  such  a  breakthrough 
should  take.  Eighteen  months  after  his  exhibition,  he  struck  up 
a  friendshop  with  Lewis  Carroll,  which  led  to  his  illustrating 
Sylrie  and  Bruno.  Through  his  association  with  Carroll,  Furniss 
came  much  closer  than  before  to  classical  English  literature. 
In  1910  he  produced  a  magnificent  scries  of  illustrations  to 
Dickens,  a  success  which  he  followed  a  year  later  with  an  edition 
of  Thackeray.  In  191 2  he  turned  his  attention  briefly  to  the 
cinematograph,  working  for  Thomas  Edison  in  New  York 
variously  as  actor,  writer  and  producer.  Saddened  by  the  events 
of  the  Great  War,  Furniss  felt  the  post-war  world  to  be  even 
less  sympathetic  to  the  artist  than  its  predecessor.  But  at  least 
it  set  a  term  to  the  reputation  of  those  artists  he  had  tried  to 
galvanise  thirty  years  previously.  The  sugary  exactitude  of 
Marcus  Stone  and  the  winsome  lassies  of  Thomas  Facd  had  no 
place  in  a  world  dominated  by  fear,  hunger  and  sheer  stupe- 
faction at  the  horror  of  the  past  few  years.  In  the  year  of  the 
joke  Academy,  William  Powell  Frith  wrote  an  account  of  the 
fate  of  artists  which  was  to  prove,  in  his  case,  sadly  prophetic. 
'The  caterers  for  public  amusement  have  to  deal  with  an 
amalgam  composed  of  ignorance,  prejudice,  fickleness  and 
vulgarity  to  a  degree  altogether  out  of  proportion  co  the 
critical  faculty  which  is  the  outcome  of  enlightenment  and  by 
which  the  truth  of  public  judgement  can  alone  be  te?.;d.  The 
Goddess  Fashion  reigns  supreme.' 
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9.  Harry  Furniss.  Rejected  Addresses. 
'The  recipe's  so  simple;  Georgian  dress 
Upon  a  pretty  model, 

A  pensive  pose,  broad  hat,  soft  trailing  tress; 
And  one  may  cultivate  with  much  success 
Art  Molly-Coddle.' 


10.  Marcus  Stone.  II  y  en  a  toujours  un  autre.  Tate  Gallery. 


William  Lockett,  stoneware 
potter  of  Nottingham 


ADRIAN  OSWALD 


NOTTINGHAM  brown  stoneware,  manufactured  for  the 
whole  of  the  eighteenth  century,  has  been  noted  for  its 
excellence  of  potting  in  a  difficult  material.  Recent  research  has 
shown  that  the  brown  stoneware  made  at  Burslem  and  Crich  at 
the  beginning  of  the  eighteenth  century  was  certainly  as  fine  as 
and,  in  some  ways,  superior  to  that  of  Nottingham  but  the  latter 
by  the  middle  of  the  century  had  outstripped  and  usurped  these 
rivals.1 

An  unusually  high  proportion  of  Nottingham  pieces  carries 
dates  and  inscriptions.  Decoration  by  incision,  press  moulding 
and  sprigging  is  varied  and  elaborate.  Theoretically  it  should  be 
possible,  therefore,  to  evolve  a  sequence  of  style  and  type  and 
thereby  to  identify  and  date  uninscribed  pieces.  Previous  studies, 
of  which  that  by  Alfred  Parker  in  the  Transactions  of  the  Thoro- 
ton  Society  XXXVI,  1932,  pp.  102-24  is  still  the  fullest,  have 
made  little  progress  in  establishing  such  an  evolution.2 

Parker  published  a  list  of  potters  culled  from  the  Borough 
records  and  Poll  books  but  since  very  few  vessels  are  signed  it  is 
impossible,  for  the  most  part,  to  assign  pots  to  makers.  There  are 
a  very  few  exceptions.  Chief  of  these  is  the  work  of  William 
Lockett. 

He  was  born  in  171 8  and  made  a  Burgess  of  Nottingham  as  a 
mugmaker  in  1739-40.  He  married  Ann  and  had  four  children: 


1.  Detail  of  William  Lockett's  signature  on  the  base  of  the  mug  (No.  2)  at 
Temple  Newsam  House.  Leeds  City  Art  Galleries. 


Mary  born  1752,  William  1756,  Thomas  1757  or  1759  and  Sarah 
about  1766.  He  is  recorded  in  the  Polls  in  1754  at  Beck  Lane, 
1774  at  New  Buildings  and  1780  at  St.  Ann's  Street.  Locketts 
occur  as  potters  of  stone  and  mottled  wares  throughout  the 
eighteenth  century  in  the  Potteries.3  William  Lockett  signed  his 
pieces  on  the  base  as  Wm  Lockett  also  and  with  his  initials  W.L. 
(No.  1).  The  following  are  the  known  dated  and  signed  pieces. 

(1)  Mug.  'Robert  Goode.  Nottingham  Nov.  ye  21.  1751.  Wm 
Lockett'.  Revelstoke  Collection.  Sold  Putticks  20-23.11.1934. 
Lot  425. 

(2)  Tea  Caddy.  'Wm  and  Ann  Lockett.  Jan  ye  6  1755'. 
Nottingham  Castle  Museum. 

(3)  Mug.  'Joseph  and  Ann  Whalden  of  Nottingham.  Made  at 
Nottingham  Fcbry  ye  14  1758,  Wm  Lockett'.  Temple  Newsam 
House,  Leeds.  (No.  2). 

(4)  Jug.  'Sucshannah  Liptrott  of  Pctteling  in  Licestcrshier. 
Nottm.  May  ye  1.  1759.  W.L.'  Cecil  Higgins  Art  Gallery, 
Bedford.  (No.  3). 

(5)  Birdcage  Top?. '  Wm  Lockett  May  ye  7  176 1'.  Nottingham 
Castle  Museum. 

(6)  Mug.  'John  Johnson  Schoolmaster  Nottingham  Scptm  ye 
3  1762.  Wm  Lockett'.  Nottingham  Castle  Museum. 

(7)  Tea  Caddy.  'Wm  and  Ann  Lockett.  Octr  yc  17  1764'. 


2.  Mug.  Inscribed  'Joseph  and  Ann  Whalden'.  Height  7l  inches.  Leeds  City 
Art  Galleries. 
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3-    Jug.  Inscribed  'Sueshannah  Liptrott'. 
Height  7J  inches.  Cecil  Higgins  Art  Gallery. 


Nottingham  Castle  Museum. 

(8)  Statuette.  (Parrot?).  'Sarah  Lockett  May  the  i  1771.  W.L.' 
Nottingham  Castle  Museum. 

(9)  Beehive  with  movable  bear.  'Wm.  Lockett  1772'.  Notting- 
ham Castle  Museum. 

(10)  Inkwell.  'W.L.  1777'.  Nottingham  Castle  Museum. 

Of  these  I  have  been  unable  to  trace  item  (1).  Items  (3)  and  (4) 
are  figured  here  and  the  remainder  arc  shown  on  Plate  XI  of 
Parkers  account  (op.  cit.  above).  Item  (6)  is  engraved  and  discus- 
sed by  Jcwitt  in  The  Reliquary  XVI.  Pi.  VIII.  pp.  65-7. 

In  addition  to  these  signed  pieces  the  following,  for  the 
below,  may  be  ascribed  to  Lockett  or  his  school. 

(11)  Mug  'C.A.'  on  base  'Nottingham  Deem  ye  18th  1750'. 
Nottingham  Castle  Museum. 

(12)  Loving  Cup.  'Sarah  Radford.  Nottm.  Mar  ye  26  1752'. 
Nottingham  Castle  Museum.  (No.  4). 

(13)  Loving  Cup.  'Anne  Flower.  October  the  23  1758'. 
Nottingham  Castle  Museum. 

(14)  Jug.  'Moses  Troons  Long  in  Choslcy  Parish.  Nottingham 
June  ye  26  1759.  Fill  me  up  unto  the  brim,  when  I  am  out  fdl  me 
again'.  Victoria  and  Albert  Museum  (No.  5).  (There  is  a  Choslcy 
in  Norfolk). 

(15)  Mug.  'William  Pearson  of  Gedlin.  Desmbr.  ye  3  1761.' 
Nottingham  Castle  Museum.  (Gcdling  is  in  Nottinghamshire.) 


(16)  Mug.  'Success  to  the  Barley  Mow  Brave  Boys.  Vail  Bains 
Whitwell  1764'.  Nottingham  Castle  Museum.  (Whitwell  is  in 
Derbyshire.) 

(17)  Mug.  'Samll.  Severn  Agust  ye  1  1767'.  Colonial  Williams- 
burg. (No.  6). 

(18)  Punchbowl.  'Thomas  Hunt  of  Hunkert.  Nottm.  May  ye 
25  1768'.  Nottingham  Castle  Museum.  (Hunkert  is  presumably 
Huncote  in  Leicestershire.) 

(19)  Mug.  'Wm  and  Mary  Butler.  1769'.  The  Yorkshire 
Museum.  (No.  7). 

(20)  Mug.  'Made  at  Nottingham  ye  17th  day  of  August  1771'. 
Victoria  and  Albert  Museum.  (No.  8). 

The  attribution  of  the  unsigned  pieces  (11-20)  rests  on  the 
comparison  of  the  decorative  details  and  the  writing  with  the 
signed  vessels.  The  two  previously  unpublished  pieces  at  Temple 
Newsam  (3)  and  the  Cecil  Higgins  Gallery  (4)  enable  a  style  of 
decoration,  mainly  incised,  (style  A.)  to  be  identified.  This 
contrasts  quite  strongly  with  the  florid  style  (B)  of  press-moulded 
and  sprigged  ornament  previously  associated  with  Lockett.  The 
difference  is  very  clear  if  Nos.  2,  3,  4,  5  are  compared  with 
Nos.  6,  7,  8. 

Style  B  first  appears  on  the  mug  dated  1761  of  William 
Pearson  (15).  This  in  detail  compares  so  closely  with  the  signed 
mug  of  John  Johnson  (6)  that  it  must  be  by  the  same  hand.  But 
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4.  Loving  Cup.  Inscribed  'Sarah  Radford'. 
Height  9  inches.  Nottingham  Castle  Museum. 
Photograph:  Lincoln  Libraries,  Musmm  and  Art 
Gallery. 


All  shown 
in  detail 
on  No.  9. 


the  jug  of  Moses  Troons  (14)  is  in  style  A  so  that  we  can  say  the 
change  between  the  two  styles  took  place  in  1760,  in  all  proba- 
bility. 

The  essentials  of  the  two  styles  may  be  tabulated  as  follows: 
Style  A. 

First  -  Leaves  with  patterns  of  rouletted  lines 
(11,  12,  13,  14). 

Second  -  The  press-moulded  and  incised  flower 
(3,4,  14). 

Third  -  The  incised  flower  (2,  3,  4,  11,  12). 
Fourth  -  The  press-moulded  and  incised  crown 
(3,4,  12). 

Fifth -The  small  incised  cross  (3,  10,  11). 
Style  B. 

First  -  Large  broad  and  small  narrow  leaves  applied  (6,  15, 
17, 18)  (Nos.  8, 11). 

Second  -  Large  crown  with  diagonal  cross  and  smaller  crown 
with  normal  cross  (6,  both,  15,  17,  18)  (Nos.  6, 1 1) . 

Third  -  Flower  (18,  19,  20)  (Nos.  7,  8).  This  is  a  clear  relative 
of  the  flower  on  style  A  (second). 

Fourth  -  Applied  small  and  large  roses  (6,  15,  17,  18,  20)  (Nos. 
6,  8,  11). 

Fifth  -  Large  flaring  thistle  (6,  15,  18,  19)  (No.  7). 
Common  to  both  styles. 

The  small  thistle  (6, 11, 12, 14, 15,  17,  18)  (Nos.  4,  5,  6). 

The  striated  stem  (2,  11,  12,  17,  18,  19,  20)  (Nos.  4,  6,  7,  8,  11). 

It  will  be  seen  that  while  there  is  some  common  ground 
between  the  styles  the  differences  are  quite  marked  and  yet,  by 


5.  Jug  Inscribed  'Moses  Troons'.  Height  13^  inches.  Victoria  and  Albert 
Museum,  London. 
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8.  Mug.  Inscribed  'Made  at  Nottingham*.  Victoria  •mil  Aihert  Museum, 
London. 


reason  of  the  signed  pots,  it  is  certain  that  both  styles  were  used 
by  the  same  potter.  The  common  link  is  further  emphasized  by 
the  handwriting. 

Lockett,  in  his  dates,  forms  his  i's  with  a  trail  bottom  and  top, 
and  this  figure  is  differently  formed  on  other  dated  pieces  of  the 
mid-eighteenth  century.  (No.  10).  This  idiosyncrasy  occurs  on 
all  the  listed  pieces  except  (19)  and  (20).  Similar  parallels  are  found 
figure  by  figure  and  letter  by  letter  on  all  listed  pieces  with  the 
two  exceptions  above.  This  applies  particularly  to  the  word  'ye' 
and  'Nottm'  or  'Nottingham'. 

The  decorative  and  handwriting  details  bring  all  the  pieces 
listed  under  the  Lockett  umbrella,  but  (19)  and  (20)  by  differ- 
ences of  writing  arc  'school  of  rather  than  definitely  by  the 


master.  Item  (11)  is  of  a  more  primitive  character  than  tin  oth<  1 
examples  of  style  A  but  the  basal  inscription  is  clearly  111  L01 
hand. 

The  potter's  output  as  identified  above  represents  about  .1 
quarter  of  the  dated  pieces  of  Nottingham  ware  that  I  have  been 
able  to  trace  within  the  years  1750-80.  Although  it  shows  he  was 
well  patronised  he  may  have  been  more  in  the  habit  of  dating  his 
pieces  than  his  contemporaries  for  about  twenty-five  potters 
were  working  for  long  or  short  periods  within  these  dates. 

On  the  technical  side  his  wares  were  well  to  the  fore  but 
aesthetically  his  decoration  is  surpassed  by  some  of  the  other 
dated  pots.  He  employed  all  types  of  decorative  technique 
incision,  roulctting,  press  moulding  and  sprigging.  Noteworthy 
is  his  use  on  style  B  of  heads  applied  in  high  relief  as  on  No.  11. 
This  rather  crude  detail  occurs  also  on  the  William  Pearson  mug 
(15)  with  a  head  crowned  and  presumably  that  of  George  III. 
Another  technique,  not  illustrated,  is  his  use  on  his  Parrot  (8)  of  a 
purple  colour  (presumably  manganese)  between  the  incised 
outlines  of  the  feathers.  This  type  of  decoration  first  occurs  on  a 
punchbowl  in  the  Yorkshire  Museum  dated  1746  and  is  also 
found  on  handled  cups  and  teapots  of  c.  1750  from  the  kilns  at 
John  Street,  Nottingham,  described  by  Parker,  op.  cit.  pp.  1 1 8-1 24. 4 

The  abrupt  transition  by  Lockett  from  his  incised  style  A  to  his 
relief  style  B  about  1760  needs  comment.  His  applied  decorative 
details  are  not  copied  on  many  dated  pieces  by  other  potters.  One 
may  instance  the  jug  of  Adam  Woolley  1771  and  the  mug  of 
J. A.  1772,  both  in  the  Nottingham  Castle  Museum,  but  other- 
wise incision  continues  to  be  used  in  the  majority  of  dated  pieces 
until  supplanted  by  rather  crude  applied  decoration  in  Brampton 
wares  of  the  nineteenth  century.  The  change  in  Lockett's  style 
must  have  been  caused  by  a  demand,  possibly  created  by  the 
fashions  in  white  Staffordshire  saltglaze.  If  so,  perhaps  we  may 
postulate  some  link  between  the  Locketts  of  the  Potteries  and  the 
Lockett  of  Nottingham. 


9.  Detail  of  the  Temple  Newsam  Mug  (No.  2). 
Style  A.  Leeds  City  Art  Galleries. 
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10.  Detail  of  inscription  on  the  Temple  Ncwsam 
Mug.  Leeds  City  Art  Galleries. 


In  sum,  a  study  of  decoration  has  shown  an  evolutionary 
process  in  the  work  of  one  potter,  contradicting  previous 
statements  that  there  was  little  change  over  the  whole  century  of 
manufacture.5  The  details  of  these  decorative  changes  should 
enable  further  attributions  of  undated  vessels  and  fragments  to 
Lockett  and  his  school. 


NOTES 

1.  Recent  excavations  in  the  Potteries  have  yielded  quantities  of  brown  stoneware 
of  the  period  1700-30.  This  is  discussed  by  Mr.  A.  R,  Mountford  in  his 
Staffordshire  Salt-glazed  Stoneware,  Barrie  and  Jenkins  1971,  pp.  17-24.  Further 
light  on  Burslem  potters  is  shed  by  Mrs.  L.  Wcatherill  in  The  Pottery  Trade  and 
North  Staffordshire  1660-1760,  Manchester  University  Press,  1971.  Examination 
of  this  Burslem  ware  shows  a  difference  in  clay  and  some  decoration  from 
Nottingham  but  the  technical  quality  is  just  as  good.  Wasters  from  the  potter's 
dumps  at  Crich  in  Derbyshire  have  been  discussed  and  illustrated  by  William 
Turner  in  The  Connoisseur  XIII  1905,  p.  102.  There  are  some  differences  in 
day  but  these  reveal  a  close  relationship  with  the  early  Nottingham  wares.  I 
am  greatly  indebted  to  Mr.  A.  R.  Mountford  and  Mr.  G.  H.  Tait  for  allowing 
me  to  handle  the  Burslem  and  Crich  sherds  at  the  Stoke  and  British  Museums 
respectively. 

2.  Further  articles  specifically  on  Nottingham  stoneware  have  been  published: 
C.  F.  Pitman.  'Nottingham  Stoneware',  The  Connoisseur  Jan.  1935.  E.  N. 
Strctton,  'Nottingham  Pottery',  Apollo,  May  1956.  'Incised  Nottingham 
Ware',  Antique  Dealer  and  Collector's  Guide,  October  1957.  G.  B.  Hughes. 
'The  Mug  as  a  work  of  Art',  Country  Life,  Feb.  18  1965.  The  first  two  illus- 
trate the  Lockett  tea  caddies  and  the  beehive. 

3.  Some  Staffordshire  Lockctts  worked  as  follows.  Thomas  1710-19.  Making 
'motlcd'  ware.  Mountford  (op.  cit.  above)  p.  9.  Weatherill  (op.  cit  above, 
pp.  149,  151.  Inventory.  23.  4.1719).  Timothy.  1735.  (Weatherill,  p.  150. 
Inventory  6  1 1.1735).  Timothy,  c.  1750.  Burslem.  Mountford.  p.  15.  Timothy 
and  John  1786-1802.  Burslem.  Mankowitz  and  Haggar.  Encyclopaedia  of 
English  Pottmy  and  Porcelain.  John.  c.  1750.  Burslem.  p.  15.  William,  c.  1759. 
Burslem.  Mountford.  p.  15. 

4.  The  bulk  of  ibis  material  is  in  the  Birmingham  Museum.  I  hope  to  publish  it 
shortly. 

5.  L.  M.  Solon.  The  Art  of  the  Old  English  Potter,  1885.  p.  46.  G.  B.  Hughes. 
'The  Mug  as  a  work  of  Art',  Country  Life,  Feb.  18  1965,  p.  34. 


11.  Detail  on  the  Yorkshire  Museum  Mug  (No.  7).  Style  B.  Yorkshire 
Museum. 
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Two  newly  discovered  drawings 
by  Piazzetta 


A.  C  SEWTER  and  D.  MAXWELL  WHITE 


TWO  drawings  of  a  strongly  Piazzcttcsque  character  have 
recently  been  brought  to  our  notice  by  the  kindness  of 
Professor  Hamish  Miles  of  the  Barber  Institute  of  Fine  Arts  at  the 
University  of  Birmingham  and  the  Rev.  Canon  J.  C.  Dickinson. 
They  belong  to  a  private  owner  in  Cumberland.  The  subjects 
represented  are  in  the  one  case  the  Assumption  oj  the  Virgiti  (No. 
5),  and  in  the  other  the  Resurrection  of  Christ  (No.  8).  Both 
drawings  are  executed  in  black  chalk  on  cream-coloured  laid 
paper  of  rather  thick  and  coarse  texture,  and  are  stuck  on  to  grey 
card  mounts  with  old  line  and  wash  borders.  Both  measure 
approximately  38.2  x  27  cm.  and  both  are  signed  in  black  pencil, 
though  in  slightly  different  forms.  The  Assumption  is  signed  in  the 
lower  left  corner:  Io  Bafta  Piazzetta  Fee  (No.  9).  The  Resurrection 
is  signed  in  the  lower  right  corner:  lo'BaTla- Piazzetta  fecit  (No. 
10).  Nothing  is  known  of  the  history  of  the  drawings,  but  011  the 
back  of  the  mount  of  the  Resurrection  is  a  pencil  inscription: 
'1735.  The  resurrection  and  assumption  of  the  Virgin  a  pair  in 
pencil  by  G.  B.  Piazetti  ,£1.1.0',  and  on  the  back  of  the  Assump- 
tion: '1735  Piazetti  ,£1.1.0'.  These  inscriptions  arc  presumably 
those  of  a  dealer  in  whose  possession  they  once  were,  but  whether 
the  figures  1735  represent  a  date  or  merely  a  stock-number  is 
not  clear. 

These  drawings  are  of  considerable  interest,  but  in  order  to 
understand  their  significance  it  is  necessary  to  recall  the  several 
types  of  drawings  with  which  Piazzctta's  name  is  associated. 
Until  recently,  his  graphic  work  was  subdivided  into  two  princi- 
pal categories.  On  the  one  hand  there  are  the  drawings,  usually  in 
charcoal  heightened  with  white  chalk,  which  are  essentially 
independent  works  in  their  own  right,  and  many  of  which 
represent  heads  singly  or  in  juxtaposition,  including  the  group  of 
so-called  teste  di  carattere  which  constitute  the  highest  achicve- 


1.  Altarpiece  of  the  Assumption  of  the  Virgin  by  G.  B.  Piazzetta.  517  X  245 
cm.  Louvre,  Paris. 
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2.  Assumption  of  the  Virgin.  Engraving  by  Marco  Pitteri,  after  a  design 
by  G.  B.  Piazzetta,  for  Beatae  Mariae  Virginis  Officium,  1740.  9.4  x  5.7 
cm.  Reproduced  from  the  copy  in  the  Museo  Correr,  Venice. 


ment  of  the  artist  in  graphic  media.1  On  the  other  hand,  there  is 
the  very  considerable  number  of  drawings  prepared  for  engrav- 
ing as  illustrations  to  publications  of  various  kinds;  these  are 
usually  in  red  crayon,  though  a  few  arc  in  black  pencil.  These 
exist  mostly  in  albums  in  the  collections  of  the  Royal  Library  at 
I  iinn,  the  Pierpont  Morgan  Library,  New  York,  and  the  Hermi- 
tage Museum,  Leningrad.2  Since  1956,  however,  a  third  category 
of  drawings  has  emerged,  which  arc  essentially  preparatory 
studies  either  for  paintings  or  for  engravings  and  book  illustra- 
tions.3 Both  of  the  newly  discovered  drawings  arc,  in  fact, 
related  to  important  paintings  by  Piazzetta,  and  to  various  of  his 
graphic  works;  nevertheless,  they  do  not  appear  to  be  strictly 
preparatory  studies  for  paintings  or  illustrations,  and  it  is  there- 
fore necessary  to  examine  with  care  the  precise  nature  of  their 
relationships  to  the  whole  relevant  context  of  Piazzetta's  oeuvre. 


The  subject  of  the  Assumption  of  the  Virgin  was  represented 
by  Piazzetta  in  two  important  altarpicccs,  the  canvas  formerly 
in  the  Musee  Wicar  at  Lille  and  now  transferred  to  the  Louvre, 
Paris  (No.  1);  and  secondly  the  altarpicce  of  the  church  of 
St.  James  at  Zbraslav  near  Prague  (No.  3).  The  former,  often 
considered  the  artist's  masterpiece,  was  commissioned  in  1735  by 
Clement  Augustus,  Elector  of  Cologne,  and  presented  by  him  to 
the  church  of  the  Teutonic  Order  a.  Frankfurt-am-Main.  It  is 
a  painting  which,  as  noted  by  Albrizzi  in  17604,  marks  a  decisive 
turning  point  in  Piazzetta's  development,  when  he  moved  from 
the  rather  dark  and  gloomy  tones  of  his  early  period  to  a  style 
of  more  brilliant  colouring.  Pallucchini  has  described  this  new 
style  in  the  following  manner:  'II  Piazzetta  ai  bagliori 
incandescenti  degli  sfondi  ha  sostituito  azz'urrita  di  cieli;  ha 
dissipate  le  ombre.  Tutta  una  luce  uniforme  viene  ad  inondare 
la  scena;  la  pennellata  s'e  fatta  piu  arguta  e  nervosa,  e  dipinge 
piii  aperta,  meno  serrata  nell'oltranza  del  risalto  plastico'.5 

This  change  of  stylistic  direction  has  been  attributed  by  art 
historians  to  the  influences  of  Sebastiano  Ricci  and  Giambattista 
Tiepolo,  and  it  is  interesting  that  Piazzetta's  composition 
corresponds  in  many  respects  with  that  of  Ricci's  altarpiece  of  the 
Assumption  oj  the  Virgin  painted  for  the  Karlskirche  in  Vienna  in 
1733-4,  for  which  modelli  exist  in  the  Budapest  Museum  of  Fine 
Arts,  at  Melnick  in  Czechoslovakia  and  at  AschafFenburg, 
Bavaria.6  In  both  works,  the  tall  vertical  composition  is  divided 
into  two  parts,  with  a  group  of  eleven  apostles  in  agitated  move- 
ment around  the  open  tomb  in  the  lower  half,  and  the  Virgin 
supported  on  clouds  and  accompanied  by  a  group  of  angels  in 
the  upper  part.  In  both  works,  too,  the  Virgin  looks  upward 
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and  spreads  out  her  arms  in  a  wide  gesture;  and  Piazzctta  follows 
Ricci  in  placing  a  kneeling  figure  in  the  left  foreground,  a 
standing  figure  with  both  arms  raised  on  the  right,  in  draping  a 
fold  of  the  white  grave  cloth  over  the  edge  of  the  tomb,  and 
in  placing  the  upward-looking  head  of  a  grey-bearded  apostle 
in  the  central  position  on  the  far  side  of  the  tomb.7 

Among  the  fifteen  full-page  plates  engraved  by  Marco 
Pitted  after  designs  by  Piazzetta,  for  the  Beatae  Mariae  Virginis 
Officium,  published  in  Venice  in  1740  by  Giambattista  Pasquali, 
is  another  version  of  the  subject  of  the  Assumption  of  the  Virgin 
(No.  2).  Possibly  because  of  the  small  scale  of  this  work,8  the 
composition  has  been  in  some  respects  simplified,  especially  in 
the  upper  parts,  though  the  lower  half  still  contains  eleven 
apostolic  figures.  As  compared  with  the  1735  altarpiece,  con- 


siderable changes  have  been  made  in  the  arrangement  of  these 
figures.  The  kneeling  apostle  now  appears  in  the  right  foreground 
instead  of  the  left ;  and  in  his  former  place  on  the  left  is  now  a 
standing  apostle  in  ample  flowing  robes  silhouetted  against  the 
divine  radiance.  The  standing  figure  with  both  arms  raised  is 
still  prominent  on  the  right,  beyond  the  empty  tomb.9 

Four  years  later,  Piazzctta  painted  the  great  altarpiece  of  the 
Assumption  for  the  monastic  church  of  the  Blessed  Henry  Zdik, 
Bishop  of  Olomuc,  at  Konigsaal,  now  in  the  church  of  St. 
James  at  Zbraslav  near  Prague  (No.  3),  for  which  the  modello 
belongs  to  the  Cleveland  Museum  of  Art,  Ohio  (No.  4).  This 
work  again  marks  a  change  in  Piazzetta's  style,  especially  in  the 
crowding  together  of  rather  massive  figures  in  the  lower  half,  in 
the  darker  colouration  and  the  stormy  sky  of  the  background, 


3.  Altarpiece  of  the  Assumption  of 
the  Virgin  by  G.  B.  Piazzetta.  c.  650 
X  350  cm.  Church  of  St.  James, 
Zbraslav  (Prague). 
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and  in  the  harder  and,  as  Pallucchini  has  noted,  the  more 
'academic'  modelling  of  the  forms.10  The  composition  retains 
many  features  which  had  appeared  in  his  earlier  treatments  of 
the  subject,  but  there  are  also  a  number  of  significant  changes. 
The  tall  standing  figure  and  the  kneeling  figure  in  the  fore- 
ground of  the  design  engraved  by  Pitteri  have  been  moved  to  the 
left  in  order  to  make  room  in  the  right  foreground  for  the 
reintroduced  dark  silhouetted  figure  seen  from  behind,  which 
was  a  feature  of  the  1735  altarpiece.  In  front  of  the  standing 


figure  on  the  left,  Piazzetta  has  introduced  another  kneeling 
figure  with  his  hands  on  the  ground.  The  figure  standing  behind 
the  tomb  with  both  arms  raised  has  been  turned  so  as  to  face 
more  towards  the  spectator,  and  now  occupies  a  position 
slightly  to  left  of  centre;  his  features,  beard  and  up-turned  head 
seem  to  be  those  of  the  figure  who,  in  the  1735  altarpiece,  knelt 
on  the  far  side  of  the  tomb.  In  the  upper  half,  the  figure  of  the 
Virgin  is  now  turned  towards  the  left  so  that  her  outspread  arms 
form  a  powerful  diagonal  line,  reinforced  by  the  line  of  her 
extended  left  leg. 1 1 

The  three  securely  dated  works  considered  so  far  provide 
a  framework  for  the  discussion  of  the  newly  discovered  drawing, 
and  also  for  the  consideration,  in  relation  to  it,  of  four  other 
drawings  published  as  Assumptions  and  attributed  to  Piazzetta. 
The  arrangement  of  the  foreground  figures  in  the  new  drawings  is 
close  to  that  of  the  engraving  by  Pitteri,  but  the  figure  kneeling 
with  hands  on  the  ground,  used  in  the  Zbraslav  altarpiece,  is 
already  present,  though  in  a  different  relationship  to  the  standing 
figure.  The  figure  with  the  upraised  arms  on  the  right  of  the 
engraved  composition  has  gone,  but  is  not  yet  reintroduced  in 
the  new  position  which  he  occupies  in  the  Zbraslav  altarpiece. 
The  hat  and  staff  of  the  kneeling  St.  James  the  Great,  promin- 
ently placed  in  the  foreground  of  the  drawing,  do  not  appear 
in  the  earlier  design,  and  have  perhaps  been  cut  off  the  Zbraslav 
altarpiece,  but  they  are  rather  similarly  placed  in  the  Cleveland 
modello.  The  bearded  apostle  with  upturned  face  on  the  far  side 
of  the  tomb,  who  in  the  Louvre  altarpiece  crosses  his  arms  on  his 
breast,  has  in  the  drawing  a  more  open  gesture,  with  one  hand 
raised.  This  seems  to  represent  a  step  towards  the  ecstatic  gesture 
which  he  makes  in  the  Zbraslav  altarpiece,  which  serves  as  the 
primary  means  of  connecting  the  two  parts  of  the  composition. 


4.  Modello  for  the  Zbraslav  altarpiece  of  the  Assumption  of  the  Virgin  by 
G.  B.  Piazzetta.  71  X  38  cm.  Museum  of  Art,  Cleveland  (U.S.A.). 
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5.  Drawing  of  the  Assumption  of  the 
Virgin  by  G.  B.  Piazzetta.  38.2  X 
27  cm.  Private  Collection,  England. 


The  group  of  the  Virgin  and  the  attendant  angels  above  is 
different  in  the  drawing  from  the  corresponding  groups  in  the 
three  dated  versions.  The  attitude  of  the  Virgin  herself  is  in  some 
ways  not  dissimilar  to  that  of  the  engraving,  but  in  the  drawing 
the  line  of  her  body  and  right  leg  is  insisted  upon  in  a  way  that 
does  not  occur  in  the  other  compositions.  Surprisingly,  the  two 
angels  of  the  drawing  are  not  to  be  found  elsewhere  in  Piazzetta's 
paintings,  drawings  or  prints,  so  far  as  we  have  observed,  in 
spite  of  the  fact  that  his  general  practice  was  to  compose  such 
groups  from  a  relatively  small  number  of  repeated  motifs.12 
What  induced  him  to  design  new  figures  for  this  occasion  was 
perhaps  that  the  composition  of  the  drawing,  which  in  the  lower 


half  employed  a  strong  rising  diagonal  line  from  the  feet  ot  the 
St.  James  the  Great  kneeling  on  the  right  to  the  head  of  the  stand- 
ing St.  John  on  the  left,  demanded  a  contrary  diagonal  in  the 
upper  half,  which  is  thus  supplied  by  the  body  and  drapery 
of  the  right  hand  angel,  while  this  line  is  echoed  by  the  pose 
of  the  arms  of  the  angel  on  the  left.  Another  feature  of  this 
upper  part  of  the  drawing  is  the  presence  of  the  three  winged 
cherub  heads;  the  1735  altarpiece  has  none  of  these;  ihe  1740 
engraving  has  one  infant  angel;  and  the  1744  altarpiece  las  one 
cherub  head  in  the  top  left  corner,  though  the  C  eveland 
modello  has  a  cluster  of  three  in  this  position. 

Before  attempting  to  place  the  new  drawing  in  the  sequence  of 
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in  it  of  the  figure  kneeling  with  hands  on  the  ground  at  the  left 
foreground,  and  the  praying  figure  of  St.  James  the  Great  in 
the  right  foreground  relate  the  drawing  to  the  altarpiece  of 
1744;  but  it  is  presumably  anterior  both  to  the  modello  at 
Cleveland  and  to  the  drawing  in  the  Accadcmia,  because  it 
still  lacks  the  figure  beyond  the  tomb  with  both  arms  raised, 
and  the  cloaked  figure  in  the  foreground.  The  sequence  thus 
seems  to  run  as  follows:  1)  the  altarpiece  of  1735,  for  which 
no  preparatory  studies  or  modelli  have  been  found;  2)  the  design 
engraved  by  Marco  Pitteri  in  1740;  3)  the  drawing  now 
published  from  an  English  private  collection;  4)  the  modello 
in  the  Cleveland  Museum  of  Art;  5)  the  drawing  in  the 
Accademia  at  Venice;  6)  the  altarpiece  of  1744  at  Zbraslav.21 

Quite  apart  from  the  way  this  new  drawing  fits  into  the 
sequence,  there  are  a  number  of  features  in  it  which  may 
be  seen  as  connected  with  other  aspects  of  Piazzetta's  works. 
For  instance,  the  standing  figure  of  St.  John  on  the  left  of 
the  drawing,  more  precisely  and  fully  characterised  here  than 
in  the  other  works  of  the  sequence,  with  the  rapt  expression  on 
his  upturned  face  seen  in  'lost  profile',  is  remarkably  similar, 
so  far  as  his  head  is  concerned,  to  the  figure  of  Bossuet  inspired 


by  Faith  and  Truth  in  the  Turin  albums.22  The  head  of  the  Virgin 
and  the  gesture  of  her  outstretched  left  arm  arc  very  close  to 
those  of  the  allegorical  figure  at  the  top  of  the  Turin  drawing 
Cognizione,  Dispregio  del  Mondo,  Eternita  e  altra  figura  allegorka.2^ 
The  kneeling  figure  of  St.  James  the  Great  in  the  right  foreground 
of  the  drawing  recalls,  especially  in  the  drawing  of  the  legs,  the 
adoring  shepherd  in  the  plate  of  the  Adoration  of  the  Shepherd', 
at  page  94  of  Beatae  Mariae  Virginis  Officium  (1740). 24  The 
bearded  head  of  the  apostle  looking  up  in  wonder,  on  the  far 
side  of  the  tomb,  was  a  favourite  model  of  Piazzetta's,  which 
occurs  in  many  works,  including  the  St.  Christopher  in  the 
Metropolitan  Museum,  New  York,  the  San  Francesco  da  Paola 
in  the  Accademia  dei  Concordi  at  Rovigo,  the  Sacrifice  of  Isaac 
in  the  London  National  Gallery,  and  the  San  Pietro  in  a  Venetian 
private  collection,  to  name  but  a  few.25  The  head  of  the  apostle 
standing  at  the  right-hand  end  of  the  tomb  in  the  drawing 
goes  back  to  the  type  of  San  Filippo  Ncri  in  the  altarpiece 
(1725-27)  of  the  Apparizione  della  Madonna  a  S.  Filippo  Neri 
in  the  church  of  Santa  Maria  della  Fava,  Venice,  for  which  the 
modello  belongs  to  the  Philadelphia  Museum  of  Art.26 
The  theme  of  the  Resurrection  has  hitherto  been  represented 


7.  Resurrection  of  Christ  by  G.  B.  Piazzetta.  Oil 
on  copper,  34  X  35.5  cm.  Pinacoteca  Nazionale, 
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8.  Drawing  of  the  Resurrection  of  Christ  by  G. 
B.  Piazzetta.  38.2  27  cm.  Private  Collection, 
England. 


in  Piazzetta's  work  only  by  the  small  painting  on  copper 
originally  for  the  door  of  a  tabernacle,  and  now  in  the  Pinacoteca 
Nazionale,  Bologna  (No.  7). 27  Aldo  Rava  in  1921  considered 
this  to  be  an  early  work,  but  since  the  1934  monograph  on 
Piazzetta  by  Pallucchini  it  has  been  generally  dated  to  about 
'735. 28  that  ■  to  say  the  same  year  as  the  Louvre  altarpiece  of  the 
Assumption  oj  the  Virgin.  Iconographically,  it  is  a  strange  work. 
The  almost  emaciated,  corpse-like  figure  of  Christ  has  the  pallor 
of  death  yet  emits  from  the  head  a  brilliant  aureole  of  light.29 
In  striking  contrast  with  such  treatments  of  the  theme  as 
Sebastiano  Ricci's  fresco  in  the  Chapel  of  Chelsea  Hospital 
(r.  1712-16),  or  G.  B.  Tiepolo's  canvas  in  the  cathedral  at  Udine 
(c.  1726-28),  in  which  the  figure  of  Christ  soars  into  the  air,30 
Piazzetta's  Christ  stands  firmlyon  the  ground.  In  the  foreground 
one  sleeping  soldier  is  seated  on  a  rock  with  his  back  towards  us, 
while  two  standing  soldiers  gaze  at  him  rather  than  at  the 
risen  Christ,  and  in  the  lower  left  corner  an  enigmatic  figure 
in  a  red  hat  with  a  feather  rests  his  head  on  his  hands  in  an 


attitude  of  glum  thoughtfulness.  The  background  is  occupied 
by  the  deeply  shadowed  entrance  to  the  cave-like  sepulchre  under 
a  rock-arch,  with  the  dawn-lit  sky  filling  the  space  to  the  right 
and  above.  The  only  expressions  of  triumph  in  the  picture  are 
contained  in  the  luminosity  of  Christ's  aureole,  and  in  the  great 
white  banner  which  Christ  holds  in  his  right  hand. 

Very  few  of  the  elements  of  this  composition  remain  in  that 
of  the  newly  discovered  drawing  (No.  8).  The  setting  is  still 
the  entrance  to  a  cave,  with  a  rocky  arch,  and  there  is  still  a 
sleeping  soldier  seen  from  behind  in  the  left  foreground,  but 
eveiything  else  is  changed.  The  figure  of  Christ  has  contact 
with  the  ground  only  with  the  toes  of  his  right  foot,  and  seems 
about  to  rise  in  the  air.  Both  his  arms  are  raised,  and  the  banner 
which  he  holds  is  of  a  quite  different  form.  Instead  ot  the  two 
standing  soldiers  and  the  enigmatic  watcher,  a  second  sleeping 
soldier  is  introduced,  and  a  third  soldier,  on  the  right,  with 
halberd  and  shield.  The  radiance  surrounding  Christ's  head 
remains,  and  both  compositions,  of  course,  show  a  striking 
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o.  Signature  on  the  drawing  Assumption  of  the 
Virgin  by  G.  B.  Piazzetta.  Private  Collection, 
England. 


absence  of  angels,  or  of  the  figure  of  St.  Mary  Magdalene.  The 
compositions  are  quite  different  in  format;  nevertheless  in  spirit 
they  have  much  in  common ;  especially  the  contrast  between  the 
sleeping  figures  and  the  vivid  activity  of  the  resurrected  Christ 
is  more  effective  in  the  drawing  than  in  the  painting. 

The  figure  of  the  sleeping  soldier,  with  his  right  arm  hanging 
behind  his  hip,  seems  to  be  a  conception  highly  characteristic 
of  Piazzetta,  yet  it  is  possible  that  this  figure  is  based  upon  a 
recollection  of  the  similar  one,  in  the  reverse  direction,  in  the 
right  foreground  of  Tiepolo's  Resurrection  at  Udine  Cathedral, 
already  referred  to.  It  is  perhaps  not  by  mere  chance  that 
Tiepolo's  painting  also  contains  a  soldier  with  a  halberd  and 
shield  seen  from  the  inside,  as  in  Piazzetta's  drawing.  There  are 
many  parallels  in  Piazzetta's  work  to  the  figure  of  the  second 
soldier  who  rests  his  head  on  his  folded  arms;31  and  the  upward- 
looking  head  of  Christ  may  be  related  to  that  of  the  St.  John  the 
Baptist  in  the  Staatliche  Museen,  Berlin.32  The  head  of  the 
young  soldier  with  the  halberd  may  be  compared  with  similar 
ones  in  several  drawings  in  the  Turin  albums.33  And  the  draperies 
of  Christ  are  comparable,  in  their  full,  loose  folds  fluttering 
rather  apart  from  the  figure,  with  those  of  Apollo  in  the  allegori- 
cal 'antiporta'34  to  Albrizzi's  celebrated  edition  of  Tasso's 
Gerusaleinnie  Liberta,  illustrated  by  Piazzetta  and  published  in 
1745.  Such  comparisons  seem  to  bind  the  newly  discovered 
drawing  very  closely  into  the  body  of  Piazzetta's  work,  and  to 
suggest  a  date  certainly  after  that  of  the  Bologna  painting,  and 
close  to  the  period  when  the  artist  was  preparing  his  illustrations 
for  the  Tasso  volume. 

The  vigour  and  strength  of  line  in  the  Assumption  and  the 
Resurrection  varies  rather  strikingly  from  passage  to  passage, 
and  figure  to  figure;  and  it  is  noticeable  that  in  several  passages 
there  arc  evident  signs  of  corrections,  re-drawing  and  strengthen- 
ing of  the  first,  fainter  versions.  In  the  Assumption,  for  instance, 
the  left  foot  of  St.  James  the  Great,  and  the  feet  of  St.  John 
have  been  shortened,  and  the  right  hand  of  the  semi-nude  angel 
has  been  partially  re-drawn;  while  the  whole  figure  of  St.  John, 
the  head  and  hands  of  St.  James  and  the  outline  of  the  drapery 
and  legs  of  the  angel  have  been  gone  over  with  a  blacker  chalk 
on  top  of  the  first,  paler  drawing.  In  the  Resurrection,  the  left 
foot  of  Christ  has  been  shortened,  the  outline  on  the  under-side 
of  his  right  arm,  continuing  down  the  left  side  of  his  body  and 
leg,  has  been  strengthened  and  in  places  changed  so  as  to  give  the 
forms  more  mass;  and  the  shadow  between  the  drapery  and 
the  front  of  his  torso  has  been  intensified.  The  whole  of  the 
figure  of  the  sleeping  soldier  has  been  given  more  bulk,  the 
double  outline  being  plainly  visible  especially  in  his  extended 


bare  leg.  The  presence  of  these  corrections  constitutes  a  very 
powerful  argument  in  favour  of  the  authorship  of  Piazzetta 
himself.  It  is  true  that  an  alternative  explanation  might  be 
offered,  if  the  drawings  had  been  first  prepared  by  an  assistant 
(presumably  from  some  lost  preliminary  sketches  or  studies)  and 
subsequently  corrected  by  the  master  himself.  Such  an  idea, 
however,  would  have  to  contend  with  the  difficulty  that  even 
quite  subordinate  details  of  the  compositions,  such  as  the  heads 
and  hands  of  the  apostles  beyond  the  tomb  in  the  Assumption, 
show  an  expressiveness  and  decision  of  which  even  the  best  of 
Piazzetta's  assistants  and  pupils,  Egidio  Dall'Oglio  and  Domcnico 
Maggiotto,  were  hardly  capable.  In  spite  of  the  finished  nature 
of  the  drawings,  and  the  care  which  has  been  devoted  to  the 
organisation  of  a  controlled  range  of  tone,  the  actual  movement 
of  the  pencil  everywhere  preserves  a  freedom  and  variation  of 
rhythm  and  intensity  which  must  certainly  point  to  the  hand  of 
the  master  himself. 

One  important  question  naturally  arises,  for  what  purpose 
were  these  two  drawings  prepared?  Both  are  completely 
thought-out  and  highly  finished  compositions,  executed  with 
care  and  delicacy,  as  if  ready  to  be  engraved.  Since  there  are 
several  comparable  large  finished  drawings,  apparently  designed 
for  some  specific  purpose,  which  nevertheless  remained  un- 
engraved,33  it  would  be  in  no  way  surprising  if  engravings  of 
these  particular  drawings  were  untraceable.  However,  as  it 
happens,  both  were  in  fact  engraved  by  Francesco  ISartolozzi  as 
part  of  a  scries  of  seven  New  Testament  subjects,  published  by 
Zatta.36 

Though  Bartolozzi's  prints  for  the  most  part  follow  the 
drawings  closely,  there  are  nevertheless  some  significant 
differences  to  be  observed37.  For  instance,  the  print  of  the 
Assumption  has  a  strong  diagonal  shadow  in  the  left  foreground, 
and  additional  folds  in  the  Virgin's  cloak  following  the  outline  of 
her  right  leg,  which  are  not  in  the  drawing.  Changes  of  this  kind 
may  have  been  the  result  of  consultations  between  artist  and 
engraver  during  the  progress  of  the  print,  or  of  Piazzetta  s 
corrections  to  some  early  proof  state.  But  in  the  case  of  the 
Resurrection  the  changes  are  more  radical,  and  suggest  that 
Piazzetta  may  well  have  redrawn  the  figures  both  of  the  sleeping 
soldier  seen  from  behind  and  of  the  soldier  with  halberd  and 
shield  by  the  fallen  lid  of  the  tomb.  The  sleeping  soldier's 
shoulders  are  much  nearer  to  the  horizontal,  and  the  angles  of  his 
right  arm  quite  different  in  the  engraving,  while  the  curve  of  his 
naked  back  is  also  far  more  classically  elegant.  Whereas  in  the 
drawing  the  young  soldier  with  the  halberd  wears  a  belted  cloth 
tunic  and  a  small  helmet,  in  the  print  he  wears  a  close-fitting, 


10.  Signature  on  the  drawing  Resurrection  of 
Christ  by  G.  B.  Piazzetta.  Private  Collection, 
England. 
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scallop-edged  tunic  with  a  masked  neck-ornament,  and  a  larger 
plumed  helmet;  and  the  angle  at  which  he  holds  the  halberd  is 
less  oblique.  Such  considerable  changes  are  frequent  among 
Piazzctta's  engraved  designs,  and  presumably  represent  his  own 
revisions. 

The  two  newly  discovered  drawings  constitute  an  addition 
of  major  importance  to  Piazzetta's  graphic  work.  No  other 
finished  drawings  of  religious  compositions  by  him  which  can  be 
compared  with  them  seem  to  have  survived,  with  the  sole 
exception  of  the  much-damaged  sheet  in  the  Accademia  at 
Venice. 
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1.  Cf.  A.  Bcttagno,  Disegni  veneti  del  Settcccnto  dclla  Fondazione  Giorgio  Cini  e 
delle  collezioni  venete,  Catalogo  dclla  Mostra,  Venice,  1963,  p.  45,  no.  52. 

2.  See  D.  M.  White  and  A.  C.  Sewter,  J  Disegni  di  G.  B.  Piazzetta  nella  Biblio- 
teca  Rcale  di  Torino,  Roma,  1969,  and  M.  V.  Dobroklonsky,  Italian  Drawings 
oj  the  XVII  and  XVIIIth  Centuries  (in  the  Hermitage  Museum,  Leningrad), 
Leningrad,  1961  (in  Russian).  There  is  at  present  no  published  catalogue  of 
the  Piazzetta  drawings  in  the  Pierpont  Morgan  Library. 

3.  Cf.  T.  Pignatti,  'Nuovi  disegni  del  Piazzetta',  Critica  d'Arte,  Florence,  1957, 
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D.  M.  White,  'Piazzetta's  Pastorale  -  an  Essay  in  Interpretation',  Art  Quarterly, 
Detroit,  Spring  1961,  pp.  15-32;  T.  Pignatti,  Disegni  veneti  del  Setteccnto  nel 
Museo  Correr  di  Venezia,  Catalogo  della  Mostra,  Venice,  1964,  p.  39,  no.  39 ;  and 
A.  Griscri,  'Inediti  per  il  disegno  veneto  del  '600  e  '700',  Arte  Veneta,  1966, 
XX,  pp.  178-80,  Fig.  204. 

4.  G.  B.  Albrizzi,  Meinorie  intorno  alia  vita  di  G.  B.  Piazzetta,  preface  to  Stud]  di 
pittura  gin  dissegnati  (sic)  da  G.  B.  Piazzetta  cd  ora  con  V intaglio  di  Marco  Pittcri 
pubblicati  a  spese  di  G.  B.  Albrizzi,  Venice,  1760. 

5.  R.  Pallucchini,  L'arte  di  G.  B.  Piazzetta,  Bologna,  1934,  p.  37. 

6.  Repr.  R.  Pallucchini,  La  pittura  veneziana  del  Settecento,  Venice-Rome,  i960, 
Fig.  26.  For  a  brief  account  of  this  work  see  P.  Zampetti,  Dal  Ricci  al  Tiepolo, 
Catalogo  della  Mostra,  Venice,  1969,  pp.  48-49,  no.  19.  The  Budapest  modcllo 
is  repr.  in  colour  by  K.  Garas,  Budapest  Museum  of  Fine  Arts.  Eighteenth 
Century  Venetian  Paintings,  Budapest,  1968,  no.  7. 

7.  In  the  inventory  of  Ricci's  apartment  in  Venice  drawn  up  after  his  death,  an 
Assumption  was  listed  which  may  well  have  been  one  of  the  modelli  for  the 
Karlskirchc  altarpiecc.  See  P.  Zampetti,  'II  testamento  di  Sebastiano  Ricci'  in 
Arte  Veneta,  1959-60,  XIII-XIV,  pp.  229-231.  Piazzetta  may  well  have  known 
this  work. 

8.  The  plate  measures  only  9-4x  5-7  cm. 

9.  A.  Rava,  G.  B.  Piazzetta,  Florence,  1921,  p.  35,  noticed  the  similarities 
between  this  work  and  the  Karlskirchc  altarpiece,  but  regarded  the  composi- 
tion of  the  plate  as  the  most  definitive  and  evolved  treatment  of  the  subject 
in  Piazzetta's  output.  According  to  R.  Pallucchini,  Piazzetta,  Milan,  1956, 
p.  60,  the  drawings  for  Beatae  Mariae  Virginis  Officium  belong  to  the  Contini 
album  now  in  the  Pierpont  Morgan  Library,  New  York. 

10.  Cf.  R.  Pallucchini,  Piazzetta,  1956,  p.  40,  and  La  pittura  veneziana  del  Sette- 
cento, 1960,  pp.  81-82. 

1 1.  The  modcllo  at  Cleveland  makes  it  clear  that  the  altarpiece  itself  shows  the 
composition  reduced  by  a  strip  on  the  left-hand  side,  and  by  a  considerable 
strip  at  the  bottom,  so  that  the  feet  of  the  standing  figure  in  the  left  foreground 
are  only  a  little  above  the  frame.  This  reduction  may  well  have  been  made  in 
order  to  fit  the  altarpiece  into  the  position  it  now  occupies.  It  was  the  effect 
of  these  cuts  on  the  composition  which  presumably  led  to  the  sense  of 
compression  complained  of  in  the  comments  of  A.  Rava,  op.  cit.,  1921,  p.  34. 

12.  For  example,  the  angel  with  his  head  looking  at  an  angle  over  his  shoulder, 
which  appears  below  the  Virgin's  left  arm  in  the  altarpiece  of  1735,  is 
repeated  in  the  opposite  direction  in  the  painting  /  Santi  Vinccnzo,  Giacinto  c 
Lorenzo  Bcrtrando  in  the  church  of  the  Gesuati,  Venice,  1738  (repr.  R.  Pal- 
lucchini, op.  cit.,  1956,  Fig.  64);  in  the  same  direction  in  L'ImmacoIata  Con- 
cezione  in  the  Pinacoteca,  Parma,  1744  (repr.  R.  Pallucchini,  op.  cit.,  1956, 
Fig.  101);  and  in  the  drawing  Allegoria  della  Fama  in  the  Royal  Library, 
Turin  (repr  D.  M.  White  and  A.  C.  Sewter,  op.  cit.,  1969,  Fig.  194).  The 
angel  to  the  left  of  the  Virgin  in  the  altarpiece  of  1744,  and  in  the  modcllo  at 
Cleveland,  il  repeated  in  the  painting  L'Adorazione  dei  Pastori,  Wiirzburg 
Cathedral  (rc:>r.  R.  Pallucchini,  op.  cit.,  1956,  Fig.  98);  in  the  drawing  of 
I  re  Angcli  in  tiie  Pierpont  Morgan  Library,  New  York  (repr.  R.  Pallucchini, 
op.  cit.,  1956,  Fig.  193);  in  the  reverse  copy  of  this  last  at  Turin  (repr.  D.  M. 
White  and  A.  C.  Sewter,  op.  cit.,  1969,  Fig.  198) ;  in  the  drawing  for  Paradise 
Lost,  formerly  in  the  Wcndland  collection,  Lugano  (repr.  R.  Pallucchini, 
op.  cit.,  1956,  Fig.  192);  and  in  the  engraving  from  it  by  F.  Zucchi,  1742. 

1 3.  Sec  note  3  above. 

14.  It  may  be  questioned,  furthermore,  whether  the  attribution  of  these  two 
drawings  to  Piazzetta  is  correct.  The  style  of  draughtsmanship  is  much  closer 
to  that  of  Gerolamo  Brusaferro,  cf.  the  two  examples  in  the  Albertina,  Vienna, 
repr.  A.  Stix  and  L.  Vrbh\kh-lhim,  lies* hreibender Katalog  der  Handzciclmungeii  in 
der  Graphischen  Sammlung  Albertina,  I:  Die  Zciclmungen  der  venczianischer 
Schulc,  Vienna,  1926,  pp.  153-4,  nos.  342-3.  The  drawing  on  the  recto  of  the 
Scholtz  collection  sheet  should  perhaps  be  regarded  as  a  preliminary  idea  for 


Brusaferro's  1737  altarpiece  representing  the  Madonna  and  Child  appearing  to 
Saints  Mark,  Foca  and  Peter  in  the  church  of  Santo  Stefano,  Venice  (repr. 
R.  Pallucchini,  La  pittura  veneziana  del  Settecento,  i960,  Fig.  121). 

15.  R.  Pallucchini,  'Altri  disegni  preparatori  del  Piazzetta',  Arte  Veneta,  1959-60, 
XIII-XIV,  pp.  220-222. 

16.  M.  Muraro,  Catalogo  della  Mostra  di  disegni  veneti  della  collezione  Janos  Scholtz, 
Venice,  1957,  no.  89. 

17.  See  T.  Pignatti,  'Venetian  Drawings  from  the  Scholtz  Collection',  Burlington 
Magazine,  1957,  p.  386,  and  R.  Pallucchini,  Arte  Veneta,  1957,  XI,  p.  256. 

18.  Cf.  G.  Fiocco,  Nicola  Gra^si,  Udine,  1961,  without  pagination. 

19.  See  note  1 5  above. 

20.  We  are  grateful  to  Dr.  Sandra  Moschini  Marconi  of  the  Gallerie  dell' 
Accademia  for  drawing  our  attention  to  the  fact  that  on  the  verso  of  the  sheet 
the  date  '1738'  has  been  scribbled  in  ink  at  right-angles  to  the  following 
curious  inscription  written  in  pencil:  'Dimandar  portantin  in  Cale  del 
Campaniel  dal  frutariol  a  San  Casan'.  As  regards  the  detail  of  the  cloak 
the  Accademia  drawing  is  in  closer  correspondence  with  the  modello  at 
Cleveland. 

21.  Such  a  sequence  of  variations  on  a  sacred  theme  recalls  the  observation  of 
J.  Byam  Shaw,  The  Drawings  oj  Domenico  Tiepolo,  London,  1962,  p.  31:  'The 
most  respected  virtue  in  an  artist  in  the  eighteenth  century  in  Italy  was  his 
ability  to  invent  a  composition  ...  he  takes  an  evident  pride  and  pleasure  in 
ringing  the  changes,  devising  new  pictorial  patterns,  new  relationships  of 
figure  to  figure,  while  the  essential  material  remains  the  same  .  .  .'  This 
practice  of  Domenico  Tiepolo  may  well  also  apply  to  Piazzetta's  versions  of 
the  Assumption,  but  in  the  case  of  the  Resurrection,  to  be  discussed  below,  the 
impetus  to  find  a  way  of  expressing  a  deeply  felt  concept  undoubtedly  plays 
a  more  significant  part  than  the  mere  display  of  pictorial  prowess. 

22.  D.  M.  White  and  A.  C.  Sewter,  op.  cit.,  1969,  Fig.  6,  engraved  by  G.  Cattini 
as  the  'antiporta'  to  Vol.  I  (1736)  of  J.  B.  Bossuet,  Oeuvres,  Argentina 
(=Venice,)  1736-57. 

23.  Ibid.,  Fig.  8,  engraved  by  L.  Zucchi  as  the  'antiporta'  to  Vol.  IV  (1738)  of 
J.  B.  Bossuet,  op.  cit.,  1736-57. 

24.  Repr.  R.  Pallucchini,  Piazzetta,  1956,  Fig.  195. 

25.  Repr.  R.  Pallucchini,  op.  cit.,  1956,  Figs.  54,  55,  58-59,  69.  See  also  R.  Pal- 
lucchini, 'Miscellanea  Piazzettesca',  Arte  Veneta,  1968,  XXII,  pp.  1 19-123. 

26.  Repr.  R.  Pallucchini,  Piazzetta,  1956,  Figs.  24,  27-29,  and  in  colour  Pis.  II 
and  III. 

27.  Repr.  in  colour,  R.  Pallucchini,  op.  cit.,  1956,  Pi.  X. 

28.  See  A.  Rava,  G.  B.  Piazzetta,  1921,  p.  10;  R.  Pallucchini,  L'arte  di  G.  B. 
Piazzetta,  1934,  pp.  38  and  95;  E.  Mauceri,  La  regia  Pinacoteca  di  Bologna, 
Rome,  1935,  pp.  126  and  128;  P.  Zampetti,  Dal  Ricci  al  Tiepolo,  Catalogo 
della  Mostra,  1969,  pp.  140-141,  no.  59. 

29.  The  entire  conception  of  this  figure,  with  its  quality  of  almost  mystical 
spirituality,  seems  remote  from  Rococo  Venice,  and  probably  owes  its 
inspiration  to  a  source  in  Dutch  or  Flemish  Mannerist  art.  The  cave-like 
sepulchre  and  the  aureole  of  light  surrounding  the  figure  are  present,  for 
example,  in  an  engraving  of  the  Resurrection  by  Jan  Sadeler  after  Marten  de 
Vos;  but  Piazzetta's  figure  of  Christ  suggests  a  source  in  the  style  of  Bartholo- 
maeus  Spranger. 

30.  Ricci's  Chelsea  Hospital  fresco  is  repr.  E.  Croft-Murray,  Decorative  Painting  in 
England  1537-1837,  Vol.  2:  The  Eighteenth  and  Early  Nineteenth  Centuries, 
Feltham,  1970,  PL.  12.  The  modello  for  it,  in  the  Washington  National 
Gallery,  is  repr.  R.  Pallucchini,  La  pittura  veneziana  del  Settecento,  i960,  Fig. 
19;  the  Tiepolo  Resurrection  at  Udine  is  repr.  in  A.  Morassi,  A  Complete 
Catalogue  oj  the  Paintings  of  G.  B.  Tiepolo,  London,  1962,  Fig.  61. 

31.  For  example,  the  drawing  at  Turin,  Capraio  addormentato  (repr.  D.  M.  White 
and  A.  C.  Sewter,  op.  cit.,  1969,  Fig.  74),  and  the  drawing  at  Windsor,  Head 
oj  a  sleeping  boy  in  a  cap  (repr.  A.  Blunt  and  E.  Croft-Murray,  Venetian 
Drawings  oj  the  XVII  and  XVIII  Centuries  in  the  Collection  oj  Her  Majesty  the 
Queen  at  Windsor  Castle,  London,  1957,  no.  56). 

32.  Repr.  R.  Pallucchini,  Piazzetta,  1956,  Fig.  107. 

33.  See  D.  M.  White  and  A.  C.  Sewter,  op.  cit.,  1969,  Figs.  64a  and  64b,  and  135, 
engraved  for  Albrizzi's  edition  of  La  Gerusalemme  Liber ata,  1745. 

34.  Repr.  G.  Morazzoni,  7/  libro  illustrato  veneziano  del  Settecento,  Milan,  1943, 
Tav.  XIV. 

35.  Cf.  D.  M.  White  and  A.  C.  Sewter,  op.  cit.,  1969,  Figs.  187-195.  199  and  201, 
which  are  all  in  sanguine,  and  197  which  is  in  black  pencil. 

36.  The  subjects  are:  Annunciation,  Nativity  and  Adoration  of  the  Shepherds, 
Jesus  in  the  Temple,  Crucifixion,  Resurrection,  Descent  of  the  Holy  Spirit, 
and  Assumption  of  the  Virgin.  In  their  published  states  they  are  lettered: 
Gio.  Batta.  Piazzetta  in  v.  c  dis.  -  Franco.  Bartolozzi  inc.  p.  Zatta.  R.  Pallucchini, 
L'Arte  di  G.  B.  Piazzetta,  1934.  p.  1 10,  lists  this  set  under  the  name  of  Giovanni 
Zatta,  doubtless  following  the  mistake  of  the  catalogue  of  the  department  of 
prints  in  the  Museo  Correr,  Venice,  where  they  still  appear  under  the  name 
of  Zatta,  who  was  in  fact  the  publisher.  The  impressions  of  the  two  relevant 
plates  in  the  Museo  Correr,  which  are  lettered  merely  p.  Zatta,  have  the 
inventory  numbers  Correr  1173  and  1174.  We  are  greatly  indebted  to  Dr.  T. 
Pignatti  for  his  kindness  in  showing  us  these  prints  and  providing  photographs. 
(These  prints  were  discovered  too  late  to  be  reproduced  in  this  article.) 

37.  Bartolozzi's  style  during  this  Venetian  period  (1745-60)  of  his  career,  little 
known  or  appreciated  in  this  country  and  dismissed  almost  contemptuously 
in  the  monographs  by  Tuer  and  Baily,  was  rightly  recognised  as  already 
mature,  and  of  quite  novel  lightness  of  tone  and  delicacy  of  touch  by  R. 
Pallucchini,  Gli  iucisori  veneti  del  Settecento,  Venice,  1941,  p.  121.  and  more 
recently  by  A.  Petrucci,  Dizionario  biograjico  dcgli  Italiani,  VI,  1964.  P-  793- 
The  technique  is  a  combination  of  etching  and  engraving,  the  latter  being 
used  for  the  darker  tones. 
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Exhibition  of  English  delftware 
in  Amsterdam 


MICHAEL  ARCHER 


SHOWING  an  exhibition  of  delftware  in  Holland  may  seem 
rather  like  taking  coals  to  Newcastle;  but  this  is  just  what  the 
British  Council  is  doing  with  English  Delftware,  which  is  being 
shown  at  the  Rijksmuseum  in  Amsterdam  between  23  March 
and  8  July.  Although  English  tin-glazed  earthenware  came  to  be 
called  after  the  town  of  Delft,  the  principal  centre  of  manu- 
facture of  this  type  of  pottery  in  Holland,  its  development  was 
markedly  different  from  that  of  the  Dutch  ware.  It  is  surprising 
that  English  delftware  is  not  better  known  in  Holland  and  that 
relatively  little  of  it  is  to  be  found  in  Dutch  collections.  The 
object  of  the  exhibition  is  to  draw  attention  to  the  characteristics 
which  were  evolved  by  the  potters  in  this  country  and  to  show 
the  considerable  variety  and  often  superb  quality  of  English 
tin-glazed  earthenware.  No  attempt  has  been  made  to  represent 
every  known  shape  or  type  of  decoration.  Tiles,  with  one  excep- 
tion, have  deliberately  been  excluded  since  they  form  a  subject 
on  their  own.  The  exhibits,  which  cover  the  whole  period  of 
delftware  manufacture  in  England,  from  the  late  16th  century 
until  about  1800,  are  drawn  from  both  public  and  private 


collections  in  this  country  with  a  few  pieces  from  Dutch 


museums. 


The  English  and  Dutch  delft  industries  have  a  common  origin 
in  the  maiolica  potteries  of  1 6th  century  Antwerp  and  at  various 
points  their  wares  are  extremely  close.  This  is  understandable 
since  we  know  that  English  clay  from  Norfolk  and  Suffolk  was 
exported  to  Holland  and  that  English  and  Dutch  pot-painters 
were  employed  in  each  other's  countries.  However  in  contrast 
with  Dutch  practice,  English  delftware  is  hardly  ever  marked  in  a 
way  that  assists  attribution  to  either  an  artist  or  a  factory. 
Although  pieces  of  considerable  virtuosity  and  grandeur  were 
made,  evidently  intended  for  a  wealthy  clientele,  there  is  no 
English  counterpart  to  the  more  ambitious  products  of  the  Koeks 
or  van  Eenhorn  factories.  Generally  speaking,  the  English  talent 
lies  rather  in  a  bold  and  free  use  of  simple  patterns  and  scenes, 
which  appears  particularly  attractive  to  the  modern  eye.  Tin- 
glaze  places  a  premium  on  sureness  of  hand  and  full  exploitation 
of  the  soft,  absorbent,  milky  glaze.  Although  delicacy  of  draughts- 
manship is  quite  possible,  it  is,  like  the  use  of  transfer-printing. 


1.  and  2.  Jug.  Tin-glazed  earthenware.  Painted  in  blue,  green  and  yellow-ochre.  English  c.  1620.  Height  32  cms.  Browsholme  Collection. 
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essentially  alien  to  the  nature  of  the  glaze.  It  may  have  been  for 
this  reason  that  nothing  was  attempted  comparable  with  the 
exquisite  work  of  van  Frijtom,  for  example,  except  at  the 
short-lived  Dublin  factory  of  Henry  Delamain.  Probably  for  the 
same  reason  English  overglaze  painting  using  petit-fen  colours  or 
gilding  is  extremely  rare.  Another  characteristic  of  tin-glaze  is 
its  thickness  which  militates  against  delicate  relief  decoration. 
Crispness  and  definition  arc  lost  beneath  the  glaze  and  this  may 
explain  the  rarity  of  English  figures  and  the  corresponding 
success  of  strong,  simple  forms,  which  can  be  seen  at  their  best  in 
1 7th  century  pieces  sparsely  painted  in  blue  or  left  undecorated. 
With  the  exception  of  a  few  categories  of  English  delftwarc, 
such  as  Liverpool  wall  pockets,  shapes  are  uncomplicated  and 
rely  on  painting  for  their  effect.  Hunting  and  other  genre  scenes 
are  particularly  attractive,  often  executed  with  great  verve. 
Delicate  atmospheric  washes  are  a  characteristic  of  many  of  the 
landscapes,  reminiscent  of  the  English  tradition  of  watercolour 
painting.  In  chinoiserie  subjects  English  painters  were  highly 
creative.  Although  tliey  were  capable  of  producing  designs  very 
close  to  Chinese  originals,  their  talent  lay  in  oriental  scenes 
painted  with  great  fantasy,  delicacy  and  humour.  For  the 
less  expensive  trade  large  numbers  of  plates  were  made,  which 
were  decorated  with  simple  geometric  patterns,  sprays  of  flowers, 
buildings,  birds,  spouting  whales,  Chinese  subjects  and  so  forth. 
Until  comparatively  recently  these  were  less  prized  by  collectors, 
but  contemporary  taste  responds  to  the  vivacity  and  sophistica- 


3.  Dish.  Tin-glazed  earthenware.  Painted  in  blue,  green,  yellow  and 
purple.  English.  Dated  1657.  Diam.  47  cms.  Victoria  and  Albert  Museum 
(c  57-m 0- 


tion  of  such  apparently  naive  pieces,  which  in  their  own  way 
illustrate  the  essential  genius  of  the  English  delftware  painters. 

Besides  serving  as  an  introduction  to  the  subject,  the  exhibition 
provides  an  opportunity  to  show  some  little-known  objects.  One 
of  the  more  interesting  is  the  jug  shown  in  Nos.  1  &  2,  which  is 
from  a  private  collection  and  has  not  been  in  an  exhibition  since 
1914.  The  triangular  arrangement  of  the  initials  on  its  neck  is 
normally  a  sign  of  English  manufacture  and  shows  that  a  marriage 
or  betrothal  is  commemorated.  This  is  consistent  with  both  the 
attitude  of  the  yourig  lover  with  his  hand  on  his  heart  and  the 
sentiment  expressed  in  the  inscription.  The  rest  of  the  jug  is 
painted  with  a  riot  of  exuberant  and  improbable  fruits.  These 
are  found  on  English  and  Dutch  pieces  of  the  first  half  of  the 
17th  century.  A  clue  to  the  date  is  given  by  the  costume  which  is 
of  a  type  worn  in  Holland  in  about  1620.  The  evidence  of  the 
inscription  and  the  arrangement  of  the  initials  on  the  neck  of  the 
jug  suggest  an  English  attribution,  while  the  costume  may 
indicate  either  that  the  piece  was  painted  by  a  Dutchman  working 
in  England  or  that  a  contemporary  Dutch  print  was  copied. 
Painted  in  much  the  same  palette  of  blue,  green  and  yellow  is  a 
magnificent  dish  (No.  3)  purchased  in  1971  by  the  Victoria  and 
Albert  Museum.  This  is  one  of  the  few  pieces  of  English  delft- 
ware which  can  be  shown  to  belong  to  a  group  painted  by  a 
single  hand.  It  was  probably  made  in  London  and,  like  the  jug, 
was  also  intended  to  commemorate  a  marriage.  Another  re- 
markable piece  is  a  large  and  imposing  dish  (No.  4)  in  the 
collections  of  the  British  Museum.  It  is  painted  with  great 
delicacy  and  bears  the  arms  of  Charles  II  surrounded  by  a  border 
of  scrolling  foliage  and  birds.  The  pigments  are  restricted  to 
white  on  a  rich,  lustrous  blue,  a  colour  combination  borrowed 
from  the  French  factory  of  Nevers  and  popular  in  England  in 
about  1680.  Each  of  these  pieces  is  illustrated  in  the  catalogue 
which  reproduces  at  least  one  view  of  every  object  in  the 
exhibition. 


4.  Dish.  Tin-glazed  earthenware.  Painted  in  white  on  a  dark  blue  ground. 
English  c.  1670-80.  Diam.  59  cms.  British  Museum  (97,  3-18,  3). 
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The  American  Connoisseur 


A  flower  from  every  meadow 


Indian  paintings  in  American  collections 


MILDRED  K.  FROST 


A 


Flower  from  Every  Meadow'  is  the  delightful,  if  somewhat 
fanciful,  title  of  the  current  exhibition  of  Indian  paintings 
at  the  Asia  House  Gallery  in  New  York.1  It  is  a  quotation  from 
the  A'in-i  Akbari,  a  book  which  describes  the  government  of  the 
Mughal  Emperor  Akbar.2 

Although  certainly  one  of  the  greatest  rulers  of  all  time,  Akbar 
is  thought  to  have  been  illiterate.  This  fact  need  not  have 
troubled  him  in  the  least  since  he  was  surrounded  by  courtiers 
whose  privilege  it  was  to  read  and  write  for  him.  Among  them 
was  Abu'l  Fazl,  his  closest  and  most  trusted  friend,  who  served  as 
chronicler  of  the  times.  He  wrote  both  the  A'in-i  Akbari  and  the 
Akbarnania,  an  official  history  of  the  reign. 

In  a  passage  from  the  A'in-i  Akbari  discussing  art  at  the  im- 
perial court,  Abu'l  Fazl  mentions  the  'more  than  a  hundred 
painters  who  have  become  famous  masters'  to  whom  Akbar  gave 
patronage.  Always  broadminded  and  unprejudiced,  Akbar 
appreciated  Hindu  woik  as  well  as  Mughal.  He  admired  Iranian 
and  Turkish  art  and  delighted  in  the  strange  European  and 
Chinese  objects  which  found  their  way  to  India.  Thus  Abu'l  Fazl 
uses  the  phrase,  'a  flower  from  every  meadow',  to  describe  the 
Emperor's  catholic  taste  as  a  connoisseur  and  collector.  Its 
relevance  to  the  present  exhibition,  which  includes  examples  of 
many  different  styles  of  Indian  painting,  is  obvious.  But,  in  true 
oriental  fashion,  the  phrase  is  capable  of  another  interpretation. 
It  could  refer  also  to  the  selection  of  'flowers',  or  masterpieces, 
from  'every  meadow',  or  private  collection  in  the  United  States. 
The  double  entendre  is  intentional. 

The  exhibition,  which  includes  some  eighty-six  pictures,  was 
organised  by  Stuart  Cary  Welch.  Mr.  Welch,  whose  uncanny 
eye  is  the  envy  of  his  colleagues,  can  spot  quality  not  only  in  the 
most  highly  cultivated  gardens,  art  museums  and  rajahs'  palaces, 
but  also  in  the  shadiest  of  wildflower  habitats,  carefully  un- 
publicised  private  collections  in  remote  and  unlikely  locales.  He 
has  assembled  a  group  of  paintings  of  very  high  quality,  collected 
recently  by  American  enthusiasts. 


I.  Hanuman  with  Rama  and  Sita  in  his  Heart,  Kalighat,  West  Bengal,  c.  1860- 
1870,  height  19^  inches,  width  12  inches.  Collection  of  Edwin  Binney,  3rd. 
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Colour  plate 

The  Talking  Tree,  Mughal,  early  seventeenth  century,  height  7,'  inches, 
width  5$  inches.  Collection  of  Ralph  Benkaim. 


Believing  that  the  basic  vitality  of  Indian  painting  derives  from 
indigenous  elements  which  have  persisted  from  earliest  times  to 
the  present,  Mr.  Welch  has  included  several  examples  of  'folk' 
art.  Though  technically  crude,  they  arc  extraordinarily  dynamic. 
Hanuman  with  Rama  and  Sita  in  his  Heart  has  a  powerful  impact 
that  transcends  the  viewer's  possible  lack  of  understanding  of  its 
hieratic  significance.  It  is  quintessentially  Indian  (No.  i). 

Thirty  pictures  from  Rajasthan  and  Central  India  give  a  vivid 
impression  of  Rajut  life.  A  Few  Rajput  Pleasures  (No.  2)  shows 
Rana  Jagat  Singh  II  of  Mewar  disporting  in  his  pavilion  on  Lake 
Pichola.  What  delights!  Boating,  gardening,  swimming, 
watching  buffalo  fights,  enjoying  music,  looking  at  dancing 
girls  -  all  this  and  more  in  an  island  paradise. 


The  pursuit  of  love  was  an  important  pastime  too  and  often 
depicted  with  frankness  and  abandon.  Somctimi  A  Love 

Vision  (No.  3),  it  is  difficult  to  know  whether  tht  passion  is 
human  or  divine,  since  the  love  affair  of  the  god  Krishna  and  the 
milkmaid  Radha  is  a  favourite  theme  in  Rajasthani  pai 

A  more  manly  occupation  was  the  hunt  to  which  ever) 
nobleman  was  devoted.  The  artists  of  the  Kotah  school  excelled 
in  the  depiction  of  this  sport.  An  Elephant  Hunt  (No.  4),  carefully 
observed  and  superbly  drawn,  is  of  special  interest  because  it 
shows  one  method  used  to  capture  the  valuable  beasts.  To  quote 
Abu'l  Fazl  again,  'The  hunters  ...  go  during  the  summer  to  the 
grazing  places  of  this  wonderful  animal,  and  commence  to  beat 
drums  and  blow  pipes,  the  noise  of  which  makes  the  elephants 
quite  frightened.  They  commence  to  rush  about  until  from  their 
heaviness  and  exertions  no  strength  is  left  in  them.  They  are  then 
sure  to  rush  under  a  tree  for  shade,  when  some  experienced 
hunters  throw  a  rope  made  of  hemp  or  bark  round  their  feet  or 
necks,  and  thus  tie  them  to  the  tree'. 


A  Few  Rajput  Pleasures,  Rajasthan,  Mewar,  mid-eighteenth  century,  height  18A  inches,  width  23J  inches.  Collection  of  Mr.  and  Mrs.  William  P.  Wood. 


In  India,  as  elsewhere,  artistic  trends  reflected  politics.  Since 
war  was  a  normal  way  of  life  and  governmental  stability  pre- 
carious, there  was  no  orderly  stylistic  progression  from  primitive 
to  sophisticated  to  decadent.  The  Mughal  influence  waxed  and 
waned  with  the  power  and  prestige  of  the  emperor.  Under 
Akbar.  art  was  encouraged  and  generously  supported.  From  time 
to  time,  however,  later  emperors  were  overcome  by  attacks  of 
Islamic  piety  (or  simply  by  political  weakness),  which  made 
them  eschew  art.  During  these  interims,  Mughal-trained  artists 
sought  patronage  in  the  Rajput  courts  where  the  best  of  them 


managed  to  establish  a  rapport  with  the  local  idiom.  Only  the 
expert  can  sort  out  the  diverse  strains  in  their  work. 

In  the  Punjab  Hills,  probably  because  of  the  fact  that  the  area 
was  remote  and  relatively  inaccessible,  many  native  elements 
persisted.  The  school  of  Basohli  kept  its  strong  sense  of  identity. 
Lord  Shiva  and  Parvati  (No.  5)  has  the  rich  colour  and  straight- 
forward vigour  of  folk  art.  The  naive  'comic  strip'  rendition, 
which  shows  Shiva  and  Parvati  twice  within  the  same  frame  - 
first  striding  towards  a  tiger  skin,  then  lying  decorously  entwined 
upon  it  -  only  adds  conviction  to  the  picture.  The  schools  of 


3.  A  Love  Vision,  Rajasthan,  Bundi, 
late  seventeenth  century,  height  io^ 
inches,  width  6A  inches.  Collection  of 
Carter  Burden. 
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4.  An  Elephant  Hunt,  Rajasthan,  Kotah,  c.  1745, 
height  27  J  inches,  width  27 1  inches.  Private 
Collection. 


Kangra  and  Guler,  on  the  other  hand,  developed  a  romantic  and 
'pretty'  style  which  appeals  at  once  to  most  westerners.  The 
mood  is  idyllic,  the  atmosphere  escapist.  But  sometimes  these 
paintings  can  be  sentimental  and  cloying.  In  the  end,  one  prefers 
the  real  world. 

Meanwhile,  to  the  south,  Mughal  influence  burgeoned.  The 
most  important  early  Mughal  paintings  were  done  for  the 
Dastan-i  Amir  Hamza  (Story  of  Hamza).  This  vast  project  was 
undertaken  for  the  Emperor  Akbar  in  the  1570s.  It  consisted  of 
1,400  illustrations  of  unusually  large  size,  painted  on  cotton,  and 
intended  to  be  held  up  to  view  in  the  harem  or  court  while  the 
text  on  the  back  was  read  by  a  storyteller.  The  work  was 


directed  by  Abd-al  Samad  and  Mir  Sayyid  'Ali,  Persian  artists 
brought  to  India  by  Akbar's  father,  Humayun,  when  he  returned 
from  exile  at  the  Iranian  court.  However,  these  pictures  arc  not  at 
all  Persian  in  style.  Already  they  reflect  the  powerful  creativity  of 
Akbar's  genius  which  was  to  dominate  the  course  of  India's 
history  for  the  next  300  years.  The  Asia  House  exhibition 
includes  one  of  these  remarkable  illustrations,  Alain  Shah  Closing 
the  Dam  at  Shishan  Pass  (No.  6). 

Under  Akbar's  son,  the  Emperor  Jahangir,  a  cosmopolitan 
synthesis  was  achieved.  The  Talking  Tree  (colour)  is  an  orna- 
mental page  from  one  of  Jahangir's  albums.  To  quote  from  Mr. 
Welch's  catalogue  entry,  'While  the  colour,  naturalistic  birds  and 


5.  Devidasa.  Lord  Shiva  and  Parvati,  Punjab 
Hills,  Basohli,  late  seventeenth  century,  height 
6f  inches,  width  14J  inches.  Collection  of  Edwin 
Binney,  3rd. 
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animals  (particularly  the  elephant)  are  purely  Mughal,  the 
pattern  ot  vines,  some  of  which  have  broken  stalks,  the  dragon 
and  simurgh  are  Iranian.  Comparably  fantastic  compositions 
were  particularly  admired  by  the  Turkmans  of  Tabriz  in  the 
fifteenth  century.  They  are  also  found  in  Ottoman  Turkish  art 
of  the  sixteenth  century,  where  they  were  based  on  Tabriz 
prototypes.  Turkman  Tabriz  was  a  place  of  cultural  cross 
currents  where  Chinese  and  European  motifs  blended,  as  they 
did  at  the  Mughal  court,  with  traditional  Islamic  ones  ....  In 
Islam,  the  all-over  design  of  spiralling  vines  was  altered  to  become 
the  talking  tree,  or  waq-waq,  a  tree  encountered  on  an  island  by 
Alexander  the  Great.  In  the  most  commonly  represented  version 
of  the  story,  the  heads  spoke  to  Alexander,  predicting  his  early 
death.  Nizami  and  many  others  tell  the  tale,  which  took  on 
mystical  meaning.' 


Jahangir  continued  his  father's  tradition  of  enlightened 
patronage.  Because  he  was  interested  in  religious  mysticism,  he 
wanted  his  artists  to  portray  the  'souls'  of  their  subjects,  whether 
human  or  animal.  The  best  Mughal  painters  of  this  period 
combined  naturalism  with  sympathetic  insight.  Basawan  and 
Govardhan,  for  instance,  had  a  talent  for  sensitive  representation 
which  rivals  that  of  Diirer  and  Rembrandt.  Five  Holy  Men 
(No.  7)  unites  on  one  small  page  deeply  penetrating  studies  of  a 
group  of  ascetics  seated  in  a  dusky  landscape.  Only  the  most 
obtuse  observer  can  fail  to  join  them  in  their  meditations. 

Both  Jahangir  and  his  successor,  Shah  Jahan,  followed  Akbar's 
practice  of  commissioning  manuscripts  to  record  significant 
historical  events.  Illustrations  from  these  volumes  are  often 
tiresome.  The  glories  of  incessant  warfare  and  eulogy  of  the 
emperor  do  not  always  strike  a  responsive  chord  today.  Nevcrthe- 


6.  Alam  Shah  Closing  the  Dam  at 
Shishan  Pass,  Mughal,  c.  1575, 
height  32A  inches,  width  25^  inches. 
Collection  of  George  P.  Bickford. 
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7.  Attributed  to  Govardhan,  Five  Holy  Men, 
Mughal,  c.  1625-1630,  height  9J  inches,  width  6 
inches.  Private  Collection. 


less,  some  of  these  paintings  achieved  superlative  heights. 
Incident  in  the  Siege  of  Qandahar  by  Payag  (No.  8)  is  a  masterpiece 
almost  unequalled  in  Mughal  art.  It  is  a  leaf  taken  in  the 
eighteenth  century  from  the  Shah  Jahannama  now  in  the 
collection  of  The  Queen  at  Windsor  Castle.  Mr.  Welch  writes, 
'The  folio  recounts  one  of  Shah  Jahan's  grimmer  recollections. 
Qandahar,  the  strategically  crucial  fort  protecting  the  northwest 
frontier,  had  long  been  contested  with  the  Safavids  of  Iran.  Ever 
since  Shah  Abbas  had  taken  possession  of  it  in  1622,  the  Mughals 
had  wanted  it  back,  for  reasons  of  prestige  and  security.  Armies 
were  sent;  they  failed.  Prince  Alamgir  (later  the  Emperor 
Aurangzeb)  .  .  .  led  a  great  force  to  take  it.  He  failed.  Then,  in 
1653,  the  eldest  and  favourite  son,  Dara  Shukoh,  was  sent  with  a 


still  larger  force  .  .  .  We  sec  him  here,  the  most  emphasized 
portrait  among  the  officers  in  the  foreground.  Unmistakably  a 
royal  prince,  with  pearls  in  his  turban  ornament,  he  is  slightly 
puffy.  The  artist  has  not  idealized  him  .... 

'Nor  has  he  idealised  the  disastrous  campaign,  which  cost  the 
Mughals  twelve  thousand  crores  of  rupees,  or  half  their  revenues, 
over  the  years  as  well  as  terrible  loss  of  life.  The  painting  is 
sombre.  Bleached  skeletons  souvenirs  of  still  worse  times, 
pollute  a  rivulet.  And  yet  this  is  one  of  the  few  moments  of 
success.  A  lucky  (?)  shot  has  blown  up  the  enemy  )Owder 
magazine,  which  explodes  with  a  flash  of  golden  flame  an  billows 
of  smoke.  Unfortunately,  we  are  seeing  no  more  than  a  periph- 
eral fort  -  Qandahar  itself  looms  up  in  the  distance,  near  the 
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right  margin,  surrounded  by  seedling  armies  ....  If  one  ap- 
proaches this  inhnitesimally  fine  picture  very  closely,  one  can 
find  many  (inspired)  passages.  The  advance  guard  on  the  hillside, 
tor  instance,  is  studied  grimace  by  grimace  as  the  soldiers  light  ofi 
Satavid  warriors  who  pounce  on  them  trom  the  scrubby  wood. 
Another  such  passage  is  the  expression  on  the  face  of  the  dark- 
skinned  kettle-drummer  in  the  left  foreground,  whose  resonant 
booms  and  thumps  can  almost  be  heard  ....  But  it  Payag  was 
interestcci  in  the  human  side  of  war,  he  was  also  a  profound 
landscape  painter,  as  can  be  seen  in  the  distant  view  of  snow- 
capped mountains.' 

Under  Shah  Jahan.  Mughal  art  became  more  refined  and  even 
precious.  Some  wholesome  vigour  was  lost  as  technical  virtu- 
osity was  gained.  The  next  Emperor,  Aurangzeb,  who  was  at 
first,  an  inspired  patron,  ultimately  withdrew  his  support  of  the 
arts.  Discouraged  by  the  failure  of  his  attempts  to  strengthen  and 
enlarge  the  Empire,  he  formally  renounced  'worldly'  pleasures, 


including  music  and  painting.  Subsequently,  a  scries  of  five  inept 
rulers  left  the  Empire  so  weakened  that  it  became  the  natural  prey 
of  foreign  aggression.  Nadir  Shah  of  Iran  sacked  Delhi  in  1739. 
Clive's  great  victory  at  the  Battle  of  Plassey  in  1757  established 
British  economic  control.  This  train  of  events  had  its  inevitable 
consequences.  Indian  artists  attempted  to  please  their  British 
patrons.  A  new  style  developed,  quite  un-Indian,  but  still 
appealing.  In  at  least  one  area  it  excelled.  This  was  the  depiction 
of 'flora  and  fauna'.  Some  of  the  best  Company  pictures  (as  they 
are  called  in  allusion  to  the  British  East  India  Company)  are 
watercolours  of  Indian  plants,  birds  and  animals.  Audubon 
could  do  no  better.  Such  a  painting  is  A  Dwarf  Flying  Squirrel 
(No.  9).  Other  Company  pictures  are  astute  social  commen- 
taries. 

Finally,  the  exhibition  includes  nine  Deccani  paintings.  Until 
recently,  major  examples  of  these  extremely  rare  pictures  could 
be  found  only  in  certain  Indian  and  British  institutions.  Now  at 


8.  Attributed  to  Payag,  Incident  in  the  Siege  of 
Qandahar,  Mughal,  mid-seventeenth  century, 
height  13-&  inches,  width  9|  inches.  Private 
Collection. 
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O.  A  Dwarf  Flying  Squirrel,  Company  School, 
dated  1780,  height  25  inches,  width  37  inches. 
Lent  hy  Edwin  Binney,  3rd. 


last  American  collections  can  proffer  first-rate  works  from 
Ahmednagar,  Bijapur  and  Golconda. 

Mr.  Welch  was  assisted  in  the  presentation  of  this  material  by 
Mark  Zebrowski,  formerly  of  the  Musee  Guimet  in  Paris  and 
now  a  doctoral  candidate  in  the  Fine  Arts  at  Harvard.  Several  of 
these  pictures,  typically  Deccani,  boldly  juxtapose  intense, 
vibrant  colours  to  produce  an  effect  of  excitement  and  passion. 
Other,  more  subtle  compositions  use  muted  tones  of  mauve  and 
pink  to  convey  a  sense  of  mysticism  and  poetry.  Of  The  Deer 
Hunt  (No.  10)  Mr.  Zebrowski  says,  'Few  Indian  paintings 
surpass  this  miniature  in  visual  magnificence  and  psychological 
insight.  The  picture  space  is  divided  into  three  distinct  vertical 
sections.  On  the  extreme  left  is  a  narrow  ideogram  of  the  world 
of  men.  It  is  filled  with  hunters,  attendants,  and  a  conceptual 
cityscape  that  faithfully  reproduces  certain  aspects  of  Bijapur 
architecture.  The  wide  central  section  contains  two  hicratically 
scaled,  mounted  princes.  Representing  man  preying  upon  the 
animal  world,  they  advance  boldly  and  elegantly  as  befits  their 


royal  status.  The  right  hand  section  of  the  painting  is  the  abode  of 
animals.  They  are  shown  confused  and  dumb,  running  both 
toward  and  from  the  hunters  .... 

'The  crowded  forms  and  quieter  palette  of  the  right  and  left 
sections  throw  the  central  section  of  the  painting  into  promin- 
ence. Against  an  utterly  plain  green  background,  the  princes  play 
their  roles  ritualistically  in  broad,  easily  readable  gestures.  The 
flat,  unrealistic  colours,  (white,  mauve,  blue,  maroon)  spotlight 
these  figures  and  inject  a  sense  of  the  supernatural.  Above  this 
central  area,  a  fantastic  silhouette  of  fiery  trees  and  visionary 
marbleizcd  clouds  reinforce  the  aura  of  otherworldlincss.' 


NOTES 

The  exhibition  will  be  shown  at  the  Asia  House  Callery  in  New  York  from 
April  1 1  to  June  10,  at  the  Center  of  Asian  Art  and  Culture,  the  Avery  Urun- 
dagc  Collection,  San  Francisco  from  July  10  to  August  21,  and  at  the  Albright- 
Knox  Art  Gallery,  liuffalo,  New  York  from  October  1  to  November  15,  1973. 
All  quotations,  including  those  from  the  A'in-i  Akbari,  are  taken  from  the 
catalogue  of  the  exhibition,  A  Flower  from  Every  Meadow,  the  Asia  I  Iouk 
Gallery,  New  York,  1973. 


10.  The  Deer  Hunt,  Deccan,  Bijapur,  c.  1665, 
height  o£  inches,  width  I7j§-  inches.  Private 
Collection. 
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The  American  way  with  art 

JOSEPH  T.  BUTLER  American  Editor  of  The  Connoisseur. 


I.  Henry  Ininan.  Dr.  George  Buckham,  oil  on 
canvas.  Worcester  Art  Museum,  Bequest  of 
Georgianna  B.  Wright. 


The  American  Portrait: 
From  Stuart  to  Sargent 

CURRENTLY  on  view  at  the  Worccstcr 
Art  Museum  (Massachusetts)  is  an 
especially  interesting  show  which  concentrates 
on  American  portraiture.  In  recent  years,  the 
great  revival  of  interest  in  American  art  has 
chiefly  concentrated  on  landscape  and  genre.  It 
is  now  time  that  American  portraiture  should 
be  placed  in  focus  more  properly  as  it  was  in 
this  area  that  the  first  native  paintings  were 
produced. 

Scholarly  work  on  American  portraiture 
generally  stops  with  the  death  of  Gilbert  Stuart 
in  1828.  The  purpose  of  the  present  show  is  to 
demonstrate  that  some  painters  did  carry  on  the 
art  of  portraiture  in  a  superior  way  during  most 
of  the  19th  century.  Only  about  40  key  works 
have  been  chosen  on  the  basis  of  their  historical 
importance,  technical  excellence  and  aesthetic 
qualities. 

The  show  and  accompanying  catalogue  are 
generally  divided  in  three  parts.  The  first 
includes  portraits  done  between  1828  and  c.  1850 
when  photography  had  been  successfully 
perfected.  Sully  and  Harding  continued  in  the 


tradition  of  Stuart,  during  this  period,  while 
others  like  Page  and  Hubard  abandoned  nco- 
classicism  and  adopted  a  style  based  on  more 
careful  observation.  The  second  part  of  the 
exhibition  covers  the  period  from  c.  1850  until 
the  Civil  War.  Photography  had  become  less 
expensive  and  more  popular  as  a  portrait 
medium.  Therefore,  artists  such  as  Hicks, 
Elliot  and  Huntington  reflect  the  simple,  direct, 
and,  often,  unsophisticated  influence  of  this 
medium.  The  Civil  War  did  cause  the  United 
States  to  become  more  aware  of  Europe  and 
American  painters  once  again  went  there  to 
study.  After  1875,  the  third  phase  began  and 
American  portraits  began  to  show  this  European 
influence.  Painters  such  as  Cassatt  and  Whistler 
remained  in  Europe  as  expatriots  while  others 
like  Chase,  Duveneck  and  Sargent  returned 
home  and  had  successful  careers. 

A  class  made  newly  wealthy  by  the  Civil  War 
wanted  portraits  rather  than  photographs. 
Thus,  portraits  of  the  latter  part  of  the  century 
increasingly  reflected  European  tradition  for  a 
snobbish  value.  Also,  artists  became  more 
interested  in  suggesting  the  personality  of  their 
sitters  rather  than  simply  copying  a  likeness. 
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4.  Chu  Ta.  Lotus  (hanging  scroll),  ink  on 
paper,  1705.  Anonymous. 


5.  Chu  Ta.  Two  Eagles  (hanging  scroll),  ink  on 
paper.  1702.  C.  C.  Wang. 


6.  Chu  Ta.  Landscape  (hanging  scroll),  ink  on 
paper,  C.  C.  Wang. 


This  fascinating  show  wjs  organised  by 
William  J.  Hennessey,  Curatorial  Assistant  at 
Worcester  and  it  is  he  who  has  written  the 
catalogue.  The  exhibition  can  be  seen  through 
June  3. 

Chu  Ta  Exhibition 

THE  VASSAR  College  Art  Gallery  (Pough- 
keepsie,  New  York)  recently  held  a  highly 
unique  exhibition  of  the  paintings  and  calli- 
graphy of  the  17th-century  Chinese  painter 
Chu  Ta  (c.  1626-c.  1705).  The  show's  unique- 
ness lay  in  the  fact  that  it  was  the  third  exhibi- 
tion ever  held  in  the  United  States,  which  was 
devoted  to  the  work  of  a  single  Chinese 
historical  painter  and  the  first  devoted  to  the 
work  of  Chu  Ta. 

All  of  the  works  included  were  drawn  from 
American  public  and  private  collections  and  it 
was  not  intended  to  be  comprehensive,  but 
rather,  an  introduction  to  the  artist's  work. 
Chu  Ta  was  regarded  as  highly  individualistic 
and  eccentric  by  his  contemporaries.  He, 
indeed,  emerges  as  one  of  the  most  fascinating 
of  the  so-called  Chinese  'eccentrics'.  His 
simplification  of  forms  and  unusual  treatment 
of  space  make  him  particularly  appealing  to 
20th-century  eyes. 

Included  in  the  exhibition  were  hanging 


scrolls,  hand  scrolls,  album  leaves  and  a  fan. 
These  depict  landscapes,  bird,  flower  and  fish 
paintings  and  exquisite  calligraphy.  This 
extraordinary  exhibition  was  organised  by 
Vito  Giacalone,  who  is  an  assistant  professor  at 
Newark  State  College  (New  Jersey).  After  its 
Vassar  showing,  the  Chu  Ta  exhibition  was 
seen  at  The  New  York  Cultural  Center  (New 
York  City)  where  it  closed  last  month. 

The  Frederick  M.  Watkins  Collection 

FREDERICK  M.  Watkins  died  last  March  and 
bequeathed  his  entire  collection  to  the  Fogg  Art 
Museum  of  Harvard  University,  the  latter  of 
which  he  was  an  alumnus.  A  noted  political 
scientist,  Watkins  as  a  child  began  to  collect 
ancient  coins.  His  bequest  included  172  superb 
coins,  36  Greek,  Etruscan  and  Roman  pieces  - 
bronzes,  vases,  terracottas,  and  sculptures  as 
well  as  pieces  of  Chinese  and  Pre-Columbian 
pottery.  This  is  the  largest  group  of  classical 
antiquities  to  have  been  received  by  the  Fogg. 

At  a  time  when  the  acquisition  of  a  Greek 
Krater  by  The  Metropolitan  Museum  of  Art 
has  aroused  such  controversy,  it  is  interesting 
to  note  that  one  of  Watkins'  first  vase  acquisi- 
tions was  perhaps  the  most  important  acquisition 
of  his  career.  The  large  Watkins  Krater  depicts 
the  return  of  Hephaistos  to  Olympus  and  is  by 


7.  Chu  Ta.  Landscape  (album  leaf),  ink  and  light 
colours  on  paper,  1699.  John  M.  Crawford,  Jr. 
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the  Kleophrades  Painter.  The  Greek,  red-figure 
style  is  exploited  to  its  height  on  this  example 
which  may  be  regarded  to  be  of  extraordinary 
importance. 

The  collection  shows  that  Watkins'  taste 
was  for  the  later  archaic  and  early  classical 
periods  in  Greek  art.  Other  important  objects 
include  a  fine  early  red-figure  water  jar 
depicting  the  ransom  of  Hector,  a  marble 
head  in  a  near-Phidian  style;  a  lekythos  by  the 
Berlin  painter  and  splendid  bronzes  such  as  an 
Arcadian  'Poet'  and  an  Aphrodite  with  a  dove. 
An  excellent  catalogue,  which  is  fully  illus- 
trated, has  been  published  with  articles  by  Fogg 
staff  and  outside  authorities.  This  catalogue 
carries  on  the  superb  publication  programme 
of  this  institution. 


Florine  Stettheimer 

FLORINE  Stettheimer  (1871-1944)  enjoys  a 
kind  of  unique  place  in  the  history  of  American 
painting.  Often  classified  as  a  primitive  or 
naive  painter,  her  works  combine  an  intensely 
urban  sophistication  with  an  other-worldly 
and  ethereal  quality  that  make  them  truly 


individual.  Columbia  University  recently  held 
an  exhibition  of  70  works  which  included  oils, 
watercolours,  drawings  and  hand-made  minia- 
ture figures.  This  was  the  first  Stettheimer  one- 
woman  exhibition  since  the  memorial  exhibi- 
ion  held  at  the  Museum  of  Modern  Art,  New 
York,  in  1946,  two  years  after  the  artist's  death. 

All  of  the  works  in  the  Columbia  show  were 
given  to  the  University  in  memory  of  the 
artist  under  the  will  of  her  sister  Ettie,  who  died 
in  1955.  Joseph  Solomon,  the  New  York 
lawyer,  who  is  trustee  of  the  Ettie  Stettheimer 
estate,  made  the  gift  to  Columbia  in  1967. 
Forty-five  Florine  Stettheimer  paintings  are 
now  owned  by  thirty-seven  museums  through- 
out the  United  States  and  her  work  also  is 
represented  in  a  number  of  private  collections. 
Miss  Stettheimer's  work  is  'symbolic,  associa- 
tive and  personal,'  write  Howard  McP.  Davis, 
Acting  Chairman  of  Columbia's  Department  of 
Art  History  and  Archaeology,  in  his  introduc- 
tion to  the  exhibition  catalogue.  She  'succeeded 
in  fashioning  an  art  that  is  not  only  contem- 
porary in  idiom  but  distinctly  personal.  It  is  in 
her  particular  amalgam  of  naivete  and  sophis- 
tication that  the  unique  quality  of  her  art  lies.' 


He  further  remarks  that  Miss  Stettheimer's 
'most  revealing  works  come  out  of  the  world  of 
her  close-knit  family  and  their  friends.  The  most 
interesting  portraits  of  herself  and  her  sisters, 
all  painted  in  1923,  are  in  this  exhibition,  along 
with  a  191 5  Family  Portrait.' 

In  the  decades  between  the  two  World  Wars, 
Miss  Stettheimer  was  noted  for  the  New  York 
salon  over  which  she  and  her  sisters,  Carrie  and 
Ettie,  presided.  It  attracted  such  artists  and 
literary  notables  as  Marcel  Duchamp,  Carl  Van 
Vechten,  Gaston  Lachaise,  Eli  Nadelman, 
Mabel  Dodge  Luhan,  Marguerite  Zorach, 
Marsden  Hartley,  Pavel  Tchelitchew,  Georgic 
O'Keefe  and  Alfred  Stieglitz. 

It  was  at  one  of  these  gatherings  that  Virgil 
Thomson  first  played  -  on  a  piano  -  his 
composition  for  Gertrude  Stein's  opera,  'Four 
Saints  in  Three  Acts.'  It  resulted  in  Miss 
Stettheimer's  receiving  the  commission  to 
design  the  sets  and  costumes  for  the  work, 
which  had  its  premier  in  Hartford,  Conn.,  in 
1934.  Some  of  the  model  figures  made  by  the 
artist  to  aid  her  in  carrying  out  her  design  for 
the  production  are  included  in  the  Columbia 
exhibit. 


8.   Equestrian  Decorative  Applique,  Roman,  bronze,  probably    2nd     9.  Red  Figure  Pelike,  attributed  to  the  manner  of  the  Pig  Painter  Greek, 
century  A.D.  after  Attic  model.  Fogg  Art  Museum,  bequest  of  Frederick  M.      Attic  470-450  B.C.  Fogg  Art  Museum,  Bequest  of  Frederick  M.  Watkins. 
Watkins. 
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io.  Florine  Stettheimer.  Family  Portrait  No.  l,  oil  on  canvas,  1915.  Columbia 
University,  estate  of  Ettie  Stettheimer. 


12.  Florine  Stettheimer.  Portrait  of  My  Sister  Carrie  W.  Stettheimer  with 
Doll's  House,  oil  on  canvas,  1923.  Columbia  University,  estate  of  Ettie 
Stettheimer. 


11.  Florine  Stettheimer.  Self  Portrait,  oil  on  canvas,  1923.  Columbia 
University,  estate  of  Ettie  Stettheimer. 


The  Mary  E.  Johnston  Collection 

AUOUT  1934  Mary  E.Johnston  of  Cincinnati, 
Ohio  began  to  buy  paintings.  A  painter  of 
flower  pieces,  she  had  training  in  painting 
technique  as  well  as  an  education  which  made 
her  keenly  aware  of  aesthetics.  By  1940  she  was 
fully  launched  as  a  serious  collector  with  the 
purchase  of  Matisse's  Fauvc-patterned  Rumanian 
Blouse  (1937)  and  in  1954  acquired  the  painter's 
The  Gray  Hat  (1923).  In  1942  came  Picasso's 
Still  Life  (1937),  and  two  years  later  the  artist's 
important  Cubist  composition  Still  Life  with 
Glass  and  Lemon  (1910). 

In  all,  Miss  Johnston's  collection  was  to 
consist  of  35  paintings  of  superb  quality  which 
show  the  development  of  20th  cei  'ury  art 
concluding  with  the  work  of  Nicols  de  Stael. 
Also  included  are  such  masters  as  Bonnard, 
Cezanne,  Van  Gogh,  Modigliai.i,  Leger, 
Mondrian,   Van  Doesburg,   Brancusi,  Gris, 
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13-  Pablo  Picasso.  Still  Life  with  Glass  and  Lemon,  oil  on  canvas,  1910. 
Cincinnati  Art  Museum,  bequest  of  Mary  E.  fohnston. 


14.  Henri  Matisse.  The  Rumanian  Blouse,  oil  on  canvas,  1937.  Cincinnati 
Art  Museum,  bequest  of  Mary  E.  fohnston. 


15.  Marc  Chagall.  The  Red  Rooster,  oil  on  canvas,  1940.  Cincinnati  Art  Museum,  bequest  of  Mary 
E.  fohnston. 


Braque,  Klee,  Arp,  Chagall,  Albers  and 
Rouault.  The  latter  is  represented  by  six  superb 
examples. 

Mary  E.  Johnston's  collection  was  left  to  the 
Cincinnati  Art  Museum  where  it  received  a 
public  showing  late  last  year.  The  Museum  has 
now  published  an  excellent  catalogue  of  the 
Johnston  Collection  with  all  of  the  pictures 
illustrated,  some  in  colour.  In  addition,  there  is 
an  addendum  to  the  catalogue  which  illustrates 
other  works  by  the  same  artists  in  the  Cincinnati 
collection.  Relatively  unknown  earlier,  the 
Johnston  Collection  illustrates  the  excellence 
of  private  collectors  which  exist  in  many  parts 
of  this  country. 

Drawings  and  Prints  o.f  the  First  Maniera 

ITALIAN  graphic  art  of  the  late  Renaissance 
was  an  exhibition  recently  on  view  at  the 
Museum  of  Art,  Rhode  Island  School  of  Design 
Providence).  Included  were  some  122  works  of 
artists  living  in  Rome  from  1515  to  1535.  Most 
are  on  loan  from  42  museums  and  private 
collectors  in  the  United  States,  Canada  and 
England;  many  were  exhibited  publicly  for 
the  first  time.  The  sixth  in  a  series  of  annual 
exhibitions  jointly  sponsored  by  the  Museum 
of  Art,  Rhode  Island  School  of  Design  and 
Brown  University,  the  show  was  organised 
and  catalogued  by  nine  graduate  students  in 
Brown's  Department  of  Art  History.  It  was 
under  the  supervision  of  Catherine  Wilkinson, 
Assistant  Professor  of  Art  History  at  Brown. 
'Maniera'  refers  to  an  artistic  style  which 
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developed  in  Italy  after  the  deatli  of  Raphael  in 
1520.  Once  considered  a  degeneration  of 
Renaissance  ideals,  'Maniera'  now  is  recognised 
.is  a  sophisticated  and  courtly  style  with  clearly 
discernible  characteristics.  The  Providence 
exhibition  focused  on  the  origins  of  this  elegant 
style,  identifying  'Maniera'  traits  such  as 
expressive  gestures,  graceful  and  intricate  poses 
and  the  preference  for  allegorical  subject  matter. 
The  extent  to  which  these  early  manifestations 
anticipate  the  mature  style  of  the  later  16th 
century  is  explored.  Most  of  the  works  were 
drawings.  Some,  like  Periono's  figure  studies, 
were  done  for  the  artist's  own  pleasure.  Others, 
like  his  Martyrdom  of  the  Ten  Thousand,  served 
as  'modelli'  for  larger  paintings.  Many  were 
working  sketches  for  architectural  projects  and 
a  few,  such  as  those  by  Bandinelli,  were 
executed  as  finished  works  of  art.  Whatever 
their  purpose,  drawings  offered  the  artist  an 
intimate  and  immediate  means  of  expression. 


Prints  played  an  important  role  in  the 
evolution  of  16th  century  Italian  art.  In  Rome, 
Raphael  initiated  the  practice  of  making  draw- 
ings for  reproduction,  collaborating  with 
Marcantonio  Raimondi,  who  had  developed 
superior  engraving  techniques.  Through  prints, 
the  achievements  of  the  High  Renaissance  were 
made  known  to  a  wide  audience,  and  became 
important  sources  for  artists.  The  artists  who 
worked  in  Rome  after  Raphael's  demise 
continued  to  use  Marcantonio  and  his  shop  to 
execute  their  designs.  The  subject  matter  of 
these  popular  prints  ranged  from  mythological 
allegories  to  frankly  erotic  and  hedonistic 
scenes.  An  outstanding  example  of  the  former 
is  the  entire  series  of  six  prints  of  The  Labours  of 
Hercules  by  Jacopo  Caraglio. 


Soviet  paintings  at  the  Knoedler  Gallery 

FORTY-ONE  important  paintings  have  been 


lent  to  the  United  States  b\  th<  Soviet  Union 
and  can  be  seen  through  the  26th  of  this  month 
at  Knoedler  Gallery  at  East  70th  St.,  New  York 
City.  These  paintings  which  include  world  I)  . 
Matisse,  Cezanne,  Picasso  and  Van  Gogh 
represent  the  first  exhibition  of  Western  art  to 
be  lent  to  the  United  States  by  the  Soviet  Union. 
Previously  only  individual  works  have  been 
lent.  The  present  collection,  shown  earlier  at 
the  National  Gallery  in  Washington,  comes 
from  the  Hermitage  State  Museum  in  Leningrad 
and  the  Pushkin  Museum  in  Moscow.  Dr. 
Armand  Hammer,  an  oil  executive  who  is 
Chairman  of  the  Board  of  Knoedler,  was 
responsible  for  arranging  this  loan.  Dr.  Hammer 
gave  a  Goya  portrait  worth  $i-million  to  the 
Hermitage  in  October  of  1972.  He  is  a  re- 
nowned collector  and  his  pictures  were  shown 
in  several  Russian  museums.  Special  security 
precautions  have  been  taken  for  this  exhibition 
which  is  expected  to  draw  enormous  crowds. 


16.  Parmigianino.  Madonna  and  Child, 
drawing  on  paper.  Woodner  Family 
Collection. 
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Books  Reviewed 


GEORGIAN  PISTOLS:  The  Art  and  Craft 

of  the   Flintlock   Pistol,    171 5—1 840;  By 

Norman  Dixon.  184  pages,  92  illustrations, 

numerous  line  drawings.  (London:  Arms 

and  Armour  Press.  ^5.00.) 
HUNTING  WEAPONS:  By  Howard  L. 

Blackmore.  The  Arms  and  Armour  Series. 

401  pages,  40  illustrations,  138  line  drawings. 

(London:  Barric  and  Jenkins.  .£5.50.) 
'  I  'O  review  the  first  book  fairly  the  un- 
pleasant  task  must  be  faced  of  pointing 
out  its  failings,  as  well  as  its  good  points.  The 
title  appears  reasonable  enough,  but  it  is  con- 
tradicted by  the  sub-title  'The  art  of  the  Flint- 
lock Pistol  171 5-1840'.  One  is  surprised  that 
the  period  has  been  stretched  by  twenty  years 
without  explanation  and  it  is  annoying  to  find 
a  pair  of  percussion  pistols  of  c.  1840  included. 

This  indicates  the  unfortunately  shapeless 
quality  of  the  book  which  attempts  to  give  an 
historical  survey  by  combining  a  few  general 
sections  with  a  scries  of  examinations  of  in- 
dividual pairs  of  pistols.  The  section  on  silver- 
smiths could  have  been  really  informative  but 
is  brief.  No  attention  is  given  to  the  role  pattern 
books  played,  a  field  in  which  useful  work 
could  have  been  done. 

Mr.  Dixon's  English  is  not  clear.  This  may 
be  seen  when  he  writes  of  style  in  pistol  design 
and  decoration:  'The  pistol  exhibits  positive 
French  influence  and  is  composed  with  re- 
straint, probably  to  suit  the  moderate  London 
taste,  but  although  it  is  more  likely  it  was  done 
in  character  to  express  the  Puritan  code 
incumbent  of  the  Protestant  faith.  Even  so, 
this  pistol  is  undeniably  elaborate  when 
compared  with  later  standards  though  by 
direct  comparison  it  is  tastefully  refined  in  the 
traditional  ornament  and  decoration  of  the 
period.  The  ostentatious  decoration  originally 
associated  with  Roman  Catholicism  and  derived 
from  Italy  after  the  Renaissance  is  now  subdued 
in  preference  for  the  simple,  graceful  shapes 
expected  of  the  Puritan,  though  still  executed 
in  the  distinctive  style  of  the  Baroque  ...  it  is 
possible  to  ICC  the  Italian  and  Dutch  styles 
united,  in  the  <.  'assical  manner  which  began  to 
emerge  at  this  period,  with  all  the  traditional 
features  of  the  English  fashion  in  firearms.' 

The  pistols  under  discussion  were  made  in 
London  about  171 5  by  a  French  Protestant 
refugee  called  La  Maire,  and  the  only  stylistic 
features  which  can  be  discussed  in  art  historical 
terms  are  the  sideplatc  and  butt  cap.  The  former 
is  a  piece  of  straightforward  rococo  ornament 
to  which  none  of  the  historico-rcligious 
remarks  quoted  above  can  apply  any  more 
than  they  do  to  the  plainly  moulded  butt  cap 


with  four  unobtrusive  raised  leaves. 

The  treatment  of  technical  matters,  in  which 
Mr.  Dixon  is  expert  and  where  his  style 
becomes  relatively  straightforward,  is  illuminat- 
ing. The  discussion  of  multi-barrelled  pistols 
and  the  detailed  explanation  of  how  the  refined 
flintlock  of  the  later  eighteenth-century  pistol 
worked  is  interesting  and  informative. 

There  are  useful  appendices  giving  tables  of 
London  and  Birmingham  Assay  Marks,  photo- 
graphs and  drawings  of  makers'  marks,  and  a 
graph  of  the  amount  of  silver  for  decorating 
firearms  assayed  at  the  Birmingham  Office 
during  that  period.  Furthermore  the  book  is 
well  illustrated,  giving  a  good  corpus  of 
pistols,  which  incidentally  bear  witness  to  Mr. 
Dixon's  skill  as  a  collector. 

It  is  a  pleasure  to  turn  to  the  weighty  tome 
by  Mr.  Blackmore  on  Hunting  Weapons.  As 
this  magazine  said  of  the  same  author's  British 
Military  Firearms  'this  book  will  certainly 
remain  the  standard  work  indefinitely'. 

It  is  a  remarkable  feat  to  have  published 
major  works  on  two  different  aspects  of  arms. 
The  author  has  been  largely  responsible  for  the 
interest  now  focused  on  weapons  which  were 
not  many  years  ago  almost  totally  neglected. 

Hunting  Weapons  is  by  no  means  a  dry  text 
book  however,  and  the  combination  of  solid 
fact  and  amusing  detail  is  ideal.  The  scholar  is 
provided  with  full  references  which  would 
assist  further  research.  The  book  although 
dealing  with  a  vast  range  of  weapons,  from 
prehistoric  to  this  century  and  from  China  to 
Europe,  maintains  an  overall  coherence. 
Weapons  are  divided  into  types  for  separate 
treatment,  but  the  historical  picture  of  how 
enormously  different  hunting  could  be  at 
different  periods  is  retained.  There  is  the  hunting 
for  survival  which  has  always  existed;  the 
mediaeval  hunts  with  Kings  galloping  all  day 
over  the  countryside,  unathletic  courtiers 
grumbling  bitterly;  the  great  decadent  hunts 
of  the  eighteenth  century  where  masses  of  game 
were  driven  and  fenced  for  aristocratic  parties 
to  shoot  effortlessly  and  without  danger  and 
there  are  the  various  forms  of  hunting  of  the 
nineteenth  century,  the  elephant  bagging  or 
the  lonely  winter  marsh  shooting  in  a  gun  punt. 

Mr.  Blackmore  is  meticulous  throughout  in 
giving  the  relevant  information  about  the 
weapons  used  and  discusses  both  the  technical 
details  of  sporting  guns  and  the  many  decorative 
variations  of  the  hunting  sword. 
Hunting  Weapons  is  fully  illustrated  and  is 
thoroughly  recommended  not  just  as  the  most 
readily  available  reference  work  on  the  subject 
but  as  an  excellent  book.     — Nicholas  Hall. 


SOME  ARCHITECTURAL  WRITERS 
OF  THE  NINETEENTH  CENTURY: 

By  Nikolaus  Pevsner.  338  pages  text, 
78  illustrations,  12  line  drawings.  (London: 
Clarendon  Press/Oxford  University  Press. 
£8.50.) 

ARCHITECTURE  in  the  nineteenth  century 
could  be  said  to  have  been  parlante  in  a  further 
sense  than  that  normally  envisaged  in  the  strict 
application  of  the  term.  Parallel  to  the  buildings 
there  was  a  wealth  of  architectural  writing, 
which  is  what  Sir  Nikolaus  Pevsner  surveys  in 
this  book.  He  warns  that  his  coverage  is  only 
selective,  but  clearly  describes  his  omissions 
(such  as  Neo-classical  and  American  writers) 
and  gives  reasons  for  them.  In  any  case,  how 
can  one  complain  when  what  he  gives  us  is  so 
rewarding?  Starting  with  the  English  archaeolo- 
gists of  the  late  eighteenth  and  early  nineteenth 
centuries,  he  stops  only  at  William  Morris 
(which  is  where,  of  course,  he  picks  up  again 
in  his  Pioneers  of  Modern  Design),  covering 
meanwhile  a  wide  and  varied  field. 

A  great  merit  of  the  book  is  the  balanced 
view  arising  from  giving  equal  treatment  to 
those  of  hitherto  disparate  consideration  and 
reputation.  How  satisfying  to  see  Ruskin  put  in 
his  proper  place,  how  just  that  Hubsch  and  the 
Rundbogenstil  together  with  Hope  and  the 
Neo-Renaissance  receive  attention  as  well  as 
Pugin  and  the  Ecclesiologists,  how  useful  a 
guard  against  insularity  in  historical  thinking 
to  have  Caumont  and  Semper  discussed.  And 
each  summarising  chapter  is  reinforced  with 
references,  whether  to  buildings  or  further 
writings  that  serve  to  make  the  book  invaluable 
for  reference. 

But  it  is  not  just  a  useful  epitome  or  reference 
book.  While  each  chapter  encapsulates,  it  does 
so  critically  and  with  discrimination,  about 
which  one  need  feel  no>  anxiety  in  view  of  Sir 
Nikolaus'  experience  of  the  subject  and  critical 
prowess.  Furthermore,  while  so  ably  describing 
and  criticising,  Sir  Nikolaus  also  succeeds  in 
making  the  original  writings  seem  required 
reading.  And  perhaps  the  major  achievement  of 
the  book  is  that  as  it  progresses,  gradually  an 
overall  view  builds  up,  a  mosaic  (as  Sir  Nikolaus 
himself  describes  it)  is  constructed  which,  in 
spite  of  the  acknowledged  lacunae,  begins  to 
map  out  not  just  the  trees,  not  just  the  wood  or 
the  forest,  but  the  greater  part  of  the  landscape 
in  which  each  tree  is  set.  One  can  ask  little  more 
of  an  author,  and  this  latest  book  of  Sir  Niko- 
laus' to  appear  should  be  set  to  be  as  provocative 
and  stimulating  as  the  earlier  Pioneers,  and  a 
worthy  addition  to  the  Pevsner  oeiwre. 

— Benedict  Read. 
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GERMAN  PORCELAIN  IN  THE  18th 
CENTURY.  The  Pauls-Eisenbciss  Col- 
lection, Riehen,  Switzerland:   By  Dr. 

Erika  Pauls-Eiscnbciss.  Volume  [:  Meissen 
from  the  beginning  until  1760;  Volume  II: 
Hochst,  Frankenthal  and  Ludwigsburg.  908 
pages,  208  illustrations,  130  colour  plates. 
(London:  liarric  and  Jenkins.  jQ  19.00  the  set.) 
THESE  TWO  splendidly  illustrated  volumes 
are  devoted  to  the  collection  of  German 
porcelain  built  up  over  the  last  20  years  by  Mr. 
and  Mrs.  Pauls  of  Riehen,  near  Basle.  The  in- 
troductory material  and  most  of  the  descriptions 
arc  translations  from  the  German  edition  which 
appeared  in  1967,  but  there  are  some  deletions 
and  much  new  material;  the  first  volume, 
devoted  to  the  Meissen  factory,  now  has  91 
colour  plates  as  against  58  and  is  88  pages 
longer.  Whilst  the  German  edition  was 
described  as  edited  by  Dr.  P.  W.  Meister,  the 
distinguished  director  of  the  Museum  fiir 
Kunsthandwerk  in  Frankfurt  on  Main,  this 
English  edition  is  by  Mrs.  Pauls  herself,  with  a 
preface  by  Dr.  Meister. 

There  are  many  precedents  in  the  field  of 
European  ceramics  for  an  authoritative  cata- 
logue to  be  published  during  the  lifetime  of  the 
collector  or  collectors  -  von  Pannwitz  (1925), 
Klemperer  (1928),  Otto  Blohm  (1953),  Unter- 
myer  (1956)  and  Wrightsman  (1970)  -  and  it  is 
in  comparison  with  these,  for  the  most  part 
compiled  by  professional  art  historians,  that 
the  present  volumes  should  be  judged.  The 
long  introduction,  some  40  pages,  has  much 
pertinent  information  that  is  new  to  the 
reviewer,  for  example  on  the  activities  of 
Heinrich  Carl  Schimmclmann  during  the 
Seven  Year's  War.  This  enterprising  entre- 
preneur, acting  as  Frederick  the  Great's  agent, 
acquired  the  stocks  of  porcelain  seized  from 
the  Meissen  warehouse  in  1756,  and  took  them 
to  Hamburg  in  1758,  whence  after  an  auction 
sale  they  found  their  way  tt  England;  it  was 
from  Hamburg  too  that  many  French  works 
of  art  reached  England  during  the  French 
revolutionary  wars.  Of  interest,  too,  are  the 
pages  on  early  German  collecting  by  both 
individuals  and  museums,  on  early  literature 
and  on  prices,  and  useful  the  bibliography  of 
exhibition  and  auction  catalogues. 

The  volume  on  Meissen  porcelain  deals  first 
with  the  figures,  secondly  with  the  wares,  a 
reversal  of  the  1967  German  edition.  Each 
object  is  very  fully,  sometimes  too  fully 
described  (for  the  colours  of  the  richly  enamelled 
costumes  can  be  seen  from  the  coloured  plates 
and  do  not  need  to  be  spelt  out  in  full),  with 
detailed  references  to  all  the  available  literature 
and  exhibitions;  it  is  here  that  the  value  of  the 
work  lies  for  specialists.  The  collection  is 
particularly  strong  in  the  baroque  harlequins 
by  the  great  porcelain  modeller,  Johann  Jacob 
Kaendler;  it  should  be  noted  how  many  of 
them  were  acquired  in  London  in  the  great 
sales  of  the  1960s  -  Fribourg,  Mrs.  Ionides, 
Alfred  Pearson.  Many  of  these  were  purchased 
too  late  for  inclusion  in  the  German  edition  - 
for  example,  a  second  harlequin  with  a  jug,  the 
fighting  harlequins,  and  the  two  seated 
harlequins  with  bagpipes  made  of  goatskins 
complete   with   head,    the   latter  brilliantly 


illustrated  in  colour.  There  are  more  examples 
of  the  smaller  Italian  Comedy  figures  from  the 
Duke  of  Weissenfels  series  than  in  the  early 
edition,  but  some  have  been  omitted;  one 
wonders  why  Tartaglia  is  absent.  Not  more 
than  a  third  of  the  collection  is  here  described, 
so  that  it  is  not  possible  to  comment  on  the 
scope  of  the  collection  as  a  whole. 

As  for  the  Meissen  wares,  certain  pieces  might 
well  have  been  dropped  from  this  English 
edition.  The  clobbered  onion  pattern  plate  on 
p.  551  does  not  deserve  a  colour  plate  especially 
sandwiched  as  it  is  between  the  von  Bressler 
golfer  and  the  Ferncr  bowl,  here  in  colour  for 
the  first  time.  As  in  so  many  recent  ceramic 
publications  there  is  a  considerable  waste  of 
space,  large  blank  areas :  a  general  economising 
of  words  and  of  space  would  make  tor  a  more 
compact  and  so  less  cumbersome  work.  Some 
of  the  space  so  saved  could  be  used  for  giving 
parallels  in  other  factories  and  countries.  The 
arrangement  of  the  wares  in  categories  is  less 
satisfactory  than  in  the  1967  edition.  The 
important  new  acquisition  of  the  cased  tea  and 
coffee  service  by  one  or  both  of  the  Aufen- 
werth  daughters  (for  which  see  The  Connois- 
seur, October,  1972)  is  included  not  among  the 
Hausmaler  or  outside  decorators  where  it 
properly  belongs  but  under  the  heading  'Gold 
Painting';  as  against  this  it  has  no  less  than 
eight  colour  illustrations  for  which  one  is 
grateful.  Other  new  pieces  are  the  two  Augustus 
Rex  vases  on  p.  404,  the  tankard  on  p.  447,  the 
two  barrels  on  pp.  520-2,  the  fascinating  vase 
with  coloured  chinoiscries  and  underglaze  blue 
foliage  connected  with  Horn  on  p.  423  and  the 
Boettger  porcelain  vase  on  p.  371,  perhaps 
rather  rashly  attributed  to  the  painter  Noah 
Ernst  Bezold,  as  is  the  famous  red-ground 


GREUZE.  The  Rise  and  Fall  of  an  eight- 
eenth-century phenomenon:  By  Anita 
Brookner.  176  pages,  117  illustrations,  4 
colour  plates.  (London:  Paul  Elek.  jTj.oo.) 
IN  CONTRAST  to  the  attention  they  have 
paid,  for  example,  to  the  Italian  renaissance, 
English  scholars  have  displayed  a  curious 
aversion  to  eighteenth-century  French  art. 
Greuze  is  a  good  painter  to  start  with,  because 
at  one  stage  of  his  career  he  was  so  in  key  with 
his  time,  that  his  paintings  of  the  1760s  and 
early  '70s  are  the  most  accessible  approach  to 
certain  facets  of  contemporary  mores.  By  the 
same  token,  his  later  isolation  illuminates 
aspects  of  Revolutionary  life  and  thought.  The 
book's  subtitle  offers  an  immediate  reassurance 
of  a  realistic  approach  to  this  enigmatic  painter. 
To  write  such  a  critical  biography  without 
drowning  the  subject  in  floods  of  scholarly 
erudition  is  not  easy.  Here  it  is  managed  with 
an  idiosyncratic  grace. 

The  opening  chapters  examine  sensibilite;  as 
a  philosophical  concept,  and  as  it  occurs  in 
eighteenth-century  literature  and  painting.  The 
first  chapter  (the  most  complex  of  the  book) 
attempts  a  definition  of  the  term.  This  necessary 
hurdle  sets  the  stage  for  a  later  detailed  discus- 
sion of  Greuzc's  life  and  art.  The  didactic  tone 
of  these  preliminary  pages  assumes  the  twen- 


trcmblcusc  cup  on  p.  452.  Dr.  Erik  1  Pauls 
talents  are  well  exemplified  in  another  recent 
purchase,  the  covered  bowl  and  stand  of.  irca 
1740  on  p.  505  with  applied  flowei  ^  ind  painted 
butterflies.  The  attempt  to  identify  the  finely 
modelled  flowers  with  plates  in  Wcinmann's 
Phytanthoza  of  1737  is  laudable,  but  it  sex.. is 
more  likely  that  as  at  Vincennes  live  Howcr, 
were  used.  She  rightly  calls  attention  to  the 
ranunculus,  'so  unjustly  out  of  favour  today', 
and  mentions  Wcinmann's  thirty-six  varieties  in 
1737:  an  English  horticultural  catalogue  of 
1769,  devoted  entirely  to  the  ranunculus,  lists 
1,110  named  varieties.  The  butterfly  on  the 
stand  translated  as  'a  large  tortoiseshell'  is  in 
fact  a  Camberwell  beauty  (Nymphalis  antiopa). 

It  is  precisely  the  attention  to  detail  which 
makes  this  and  the  second  volume  on  the  three 
German  factories  of  Hochst,  Frankenthal  and 
Ludwigsburg  a  desirable,  even  essential  work 
for  the  scholar,  while  the  quality  of  the  plates 
and  the  high  standard  of  production  will  also 
appeal  to  the  non-specialist.  There  are  a  number 
of  minor  errors  of  fact  and  attribution,  but  these 
do  not  detract  from  the  usefulness  of  the  work, 
any  more  than  do  the  very  few  infelicities  of 
Diana  Imber's  excellent  translation  (the  term 
'service  ware',  for  instance,  instead  of  wares  or 
table  wares,  'confinement  tureen'  for  Woch- 
nerinncn-Tasse  or  Ecuelle,  for  which  there  is 
no  English  equivalent,  'buffoon'  instead  of 
Harlequin  on  p.  298  and  the  use  of  capital 
letters  for  Baroque  and  Rococo).  Further  the 
two  volumes  .ire  offered  at  the  very  reasonable 
price  of  £19.00,  just  over  half  the  price  of  the 
German  edition  of  five  years  ago.  In  future, 
references  to  the  Pauls  Collection  will  have  to 
state  which  edition  is  intended,  German  or 
English.  — T.  H.  ClARKE. 


tieth-century  to  be  so  far  alienated  from  the 
ideals  of  the  eighteenth,  that  it  requires  ex- 
planations of  one-time  cliches  at  all.  Un- 
fortunately this  is  so.  Acceptance  or  rejection 
of  sensibilite  played  a  substantial  part  in  much 
eighteenth-century  painting.  Reynolds'  early 
Nelly  o'Brien  is  sensible,  while  his  portraits  of 
Dr.  Johnson  arc  not.  This  is  seldom  remarked. 
Art  historians  should  be  grateful  for  this  lucid 
exposition  of  the  phenomenon. 

Dr.  Brookner  writes  witty  and  educated 
prose.  She  is  unafraid  of  jokes:  '.  .  .  Not  for 
Greuze  the  healthy  fantasies  -  they  are  hardly 
fantasies  -  of  Boucher  and  Fragonard'.  Neither 
is  she  afraid  to  engage  critically  with  her  subject. 
Greuze's  bad  paintings  arc  castigated,  and 
Richardson's  novels  dismissed  as  '.  .  .  far- 
fetched and  of  poor  quality  in  any  language  .  .  .' 
As  it  is  neither  'objective',  nor  'fair  to  the 
artist',  we  are  unused  to  the  idea  of  qualitative 
judgement  nowadays. 

As  a  scholarly  tool,  the  book  has  certain 
shortcomings.  There  is  neither  a  catalogue,  nor 
a  bibliography;  and  there  is  little  comparative 
material  among  the  sixty  or  so  plates.  I  'owever 
irritating  this  may  be  to  some,  it  cann>  obscure 
the  fact  that  the  book  is  an  impo  'ant,  and 
readable  contribution  to  studies  of  the 
eighteenth-century.     — Michaf.l  Rosenthal. 
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NORTH  DORSET:  The  Inventory  of  the 
Royal  Commission  on  Historical  Monu- 
ments. Volume  IV.  142  pages,  numerous 
illustrations,  line  drawings  and  maps. 
(London:  Her  Majesty's  Stationery  Office. 
&-S0.) 

FONTMELL  MAGNA,  Buckhorn  Weston, 
Tarrant  Monkton,  Margaret  Marsh:  is  there  any 
county  which  can  begin  to  rival  Dorset  in  the 
sheer  seductiveness  of  its  place  names?  These 
are  but  four  from  the  latest  volume  of  the 
R.C.H.M's  Inventory,  which  covers  only 
thirty-four  parishes,  and  of  these  no  fewer  than 
twenty-two  names  are  double-barrelled  and 
one  triple-barrelled.  Sutton  Waldron,  Fifehead 
Magdalen,  Compton  Abbas,  Kington  Magna: 
the  song  goes  on.  The  uncoupled  names  also 
have  their  individuality  and  charm:  Motcombe, 
Pimperne,  Chettle  and  Cann.  No  wonder  the 
Poet  Laureate  went  to  Dorset  to  find  those 

'Horny  hands  that  hold  the  aces,  which  this 
morning  held  the  plough,  .  .  . 

Gloved  the  hands  that  hold  the  hymn-book, 
which  this  morning  milked  the  cow  . . .' 

This  is  very  much  a  country  volume.  In  the 
whole  area  surveyed  there  is  only  one  small 
town,  Shaftesbury  (population  3410),  and  one 
'major  village',  Gillingham.  Moreover,  there  is 


A  COLLECTOR'S  GUIDE  TO  PRINTS 
AND  PRINTMAKERS  FROM  DURER 
TO  PICASSO:  By  Ferdinando  Salamon: 
303    pages,    271    illustrations,    18  colour. 
(London:  Thames  and  Hudson,  ,£5.50.) 
TWO  famous  handbooks  for  the  collector 
were  produced  during  the  revival  of  interest  in 
prints  at  the  beginning  of  this  century:  A. 
Hayden's  Chats  on  Old  Prints  and  A.  Whitman's 
Print-Collector's  Handbook.  A  glance  at  either 
will  show  that  they  attempt  to  give  a  history 
of  prints  as  well  as  hints  for  the  collector ;  and 
their  descriptions  of  how  the  astute  searcher 
may  find  the  odd  Rembrandt  for  6d.  or  ij-  in 
booksellers'  portfolios  give  them  a  distinctly 
period  air,  for  most  of  the  booksellers  and  more 
of  the  portfolios  have  now  vanished. 

Ferdinando  Salamon's  book  deals  with  the 
expensive  present,  not  the  cheap  past;  he  does 
not  attempt  a  history  of  prints,  but  rather  takes 
the  budding  collector  through  those  aspects  of 
the  subject  which  he  must  understand  in  order 
both  to  get  pleasure  from  his  pastime  and  to 
spend  his  mone  y  wisely.  After  a  short  introduc- 
tion on  types  of  prints  and  print  terminology, 
he  spends  about  r40  pages  on  'A  Short  Anatomy 
of  Printmaking'.  dealing  with  everything  from 
paper  and  watermarks  to  rarity  and  restoration. 
The  author's  aim  is  to  teach:  each  section 
contains  examples  which  rehearse  and  elaborate 
on  the  preceding  generalities.  Thus  the 
discussion  uf  'Posthumous  Impressions'  is 
backed  up  by  text  and  illustrations  of  what  the 
author  means,  while  the  last  section,  'Catalogues 
Raisonnes',  prints  full  catalogue  entries.  At  this 
point,  the  reader  realises  that  he  is  now  able, 
thanks  to  this  didactic  technique,  to  read  with 
understanding  entries  in  catalogues  of  an  artist's 


a  dearth  of  mansions:  indeed,  since  the  destruc- 
tion, about  1782,  of  Vanbrugh's  Eastbury,  there 
is  only  one  that  can  just  qualify  for  this  descrip- 
tion: Chettle  House,  built  about  1710.  (The 
Commission  accepts  the  general  view  that  the 
architect  of  this  house  was  probably  Archer). 
Predominantly,  therefore,  this  volume  is  a 
record  of  village  buildings.  Village  churches  and 
their  contents  are  the  principal  concern  and 
account  for  the  majority  of  the  illustrations, 
among  which,  this  time,  only  the  frontispiece 
is  in  colour.  On  the  secular  side  there  are 
farmhouses  (some  in  outlying  hamlets),  modest 
village  houses,  and  buildings  such  as  mills, 
granaries  and  dovecotes  associated  with  country 
living.  There  is  not  even  a  bridge  in  this  area 
that  is  deemed  worthy  of  a  photograph.  But 
there  are  also  the  prehistoric  survivals,  Iron  Age 
and  Romano-British  settlements,  Neolithic 
barrows  and  so  on,  which  are  of  much  less 
importance  in  this  part  of  Dorset  than  farther 
south,  and  the  foundations  of  one  Roman  villa 
at  Iwerne  Minster,  very  small  beer  compared 
with  the  numerous  Roman  settlements  farther 
west,  around  Sherborne.  In  sum,  a  pleasantly 
unmemorable  part  of  England  in  the  field  of  the 
arts. 

None  the  less  this  book,  with  its  punctilious 


oeuvre  or  in  sale  catalogues. 

The  second  part  of  the  book  is  called  'The 
World  of  Prints',  and  the  author  gives  us  a 
history  not  of  prints  but  of  print-collecting, 
from  Diirer's  day  to  modern  times.  Although 
the  graphs  and  tables  on  print  prices  and  the  cost 
of  living  seem  to  me  gratuitous  -  as  does  the 
section  on  'Drawings:  a  brief  survey  of  values'- 
Salamon's  story  is  well  told,  if  too  short. 

This,  therefore,  is  a  serious  book  which 
fulfils  the  promise  of  its  title,  but  there  are 
inconsistencies.  The  bibliography  certainly  cites 
good  books,  but  why  include  a  volume  on 
Vuillard,  mentioned  three  times  and  illustrated 
only  once,  and  exclude  Hind's  A  History  of 
Engraving  and  Etching,  which  no  collector 
should  be  without?  The  plates  are  clear  and 
sharp,  but  they  are  sometimes  sloppily  presen- 
ted :  if  they  do  not  happen  to  fit  the  format  of 
the  book,  their  edges  are  clipped  off"  -  an 
alarming  procedure  considering  the  book's 
subject.  The  colour  plates  (some  of  which  suffer 
the  same  fate)  have  been  selected  according  to 
some  plan  which  is  definitely  not  that  of  the 
book :  why,  out  of  eighteen  colour  plates,  are 
there  three  by  Toulouse-Lautrec  and  Munch 
when  they  do  not  figure  largely  in  the  text? 
And  perhaps  the  author  is  right  to  focus  his 
attention  on  Diirer  and  Rembrandt,  admittedly 
the  two  greatest  graphic  artists,  and  who  have 
appropriately  attracted  the  cataloguer's  most 
insistent  attention;  but  the  ordinary  collector, 
who  hunts  for  smaller  fry,  will  find  the  prices 
in  this  work  unreal,  and  might  be  forgiven  for 
desiring  more  suggestions  on  artists  he  could 
afford  -  like  Cantarini,  or  Castiglione,  or  even 
the  high-quality  reproductive  engravers  like 
Nanteuil.  — Michael  Greenhalgh. 


research  and  impeccable  standards  of  accuracy, 
is  also  the  repository  of  many  pleasures.  Some 
will  be  generally  unfamiliar.  The  plates 
include  one  delightful  page  devoted  to  pre- 
Georgian  lettering.  Tarrant  Hinton  has  sump- 
tuous Charles  II  oak  communion  rails,  part  of  a 
set  made  for  Pembroke  College,  Cambridge, 
and  a  most  unusual  Tudor  Easter  Sepulchre, 
stylistically  a  curious  amalgam  of  Renaissance 
and  Gothic,  but  attractive  enough  to  be  well 
worth  seeking  out.  Perhaps  the  finest  single 
work  of  art  which  this  volume  describes  and 
illustrates  is  the  large  monument  to  a  judge,  Sir 
HughWyndham,  in  the  little  church  at  Silton 
in  the  far  north  of  the  county.  This  was  set  up 
•in  1692,  and  the  sculptor  was  John  Nost,  alias 
Jan  van  Ost,  widely  known  for  his  statuary  in 
the  gardens  at  Melbourne  Hall,  Derbyshire,  as 
well  as  at  Hampton  Court  and  various  other 
great  houses.  The  judge,  flanked  by  a  pair  of 
seated,  mourning  women,  stands  within  an 
exuberantly  Baroque  architectural  frame.  To 
come  upon  this  excellent  monument  in  so 
remote  a  place  is  an  altogether  delightful 
experience. 

It  is  hoped,  we  are  told,  that  the  fifth  and 
final  part  of  this  Inventory,  East  Dorset,  with  an 
account  of  all  the  county's  Roman  roads,  will  be 
published  in  1974.  And  then  what?  As  I  have 
said  in  The  Connoisseur  before,  there  should  be 
a  substantial  increase  both  of  staff  and  of  finan- 
cial support  in  order  to  enable  this  most 
important  work  to  proceed  far  more  quickly; 
and  at  least  one  really  major  architectural 
county,  say  Gloucestershire  or  Norfolk,  should 
be  next  on  the  list.    — Alec  Clifton-Taylor. 
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The  books  of  Pierre  Lecuire 


W.  J.  STRACHAN 


IT  is  not  surprising  that  an  exhibition1  celebrating  twenty  years 
of  books  from  the  pen  of  one  man,  the  French  poet  Pierre 
Lecuire,  illustrated  by  painters  and  sculptors  of  international 
fame,  should  have  created  a  stir  in  art,  literary  and  bibliophile 
circles  in  Paris,  cradle  and  home  of  the  livre  d'artiste.  Appro- 
priately, the  poster  announcing  its  venue  at  the  Centre  National 
d'Art  Contemporain  carries  an  enlarged  version  of  the  cover  of 
one  of  Lecuire's  early  works,  Maximes  (1954),  a  colour  lithograph, 
designed  by  Nicholas  de  Stael.  De  Stael  who  was  an  intimate 
friend  of  the  poet  and  whose  illustrations  enrich  four  of  the  texts 
on  view  is  only  one  of  the  seven  artists  who  have  collaborated 
with  Lecuire  in  this  sequence  of  fine  books ;  apart,  I  should  add, 
from  several  others,  including  Henry  Moore,  Cesar,  Vieira  da 
Silva  and  Ubac,  who  have  contributed  etchings  to  a  work  in 
preparation,  Le  Livre  des  Livres2  -  variations  on  a  Seghers 
etching  to  accompany  a  poem  by  Lecuire.  The  poet's  initial 
choice  of  de  Stael  as  illustrator  of  his  poems  could  not  have  been 
bettered;  it  proved  the  perfect  match.  The  twenty  etchings  for 
Ballets-Minute  (1954)  are  masterpieces  of  evocative  statement, 
situated,  like  the  verse  texts  in  the  ideal  space;  and  de  Stael's 
abstract  wood  engravings,  posthumously  printed  from  the 
original  blocks,  to  embellish  the  poet's  L'Art  qui  vient  a  I'avant 
(1965),  are  further  testimonies  of  the  painter's  versatility. 

As  a  still  more  recent  work  shows  -  the  Abracadabra  of  1971, 
a  poem  with  colour  wood  engravings  by  Serge  Charchoune  - 
Lecuire  never  allows  his  standard  of  book-architecture  to  lapse ; 
each  new  production,  like  each  new  poem,  is  an  adventure. 
During  my  dozen  years  of  close  association  with  him  in  our 
common  enthusiasm  for  the  livre  d'artiste,  our  meetings  have 
been  frequent.  Sometimes  in  his  Paris  flat  where  the  whole 
ambience  of  furniture,  books  and  original  paintings  reflects  an 
avant-garde  outlook  in  an  orderly  mind;  sometimes  at  the  atelier 
of  those  enlightened  craft-printers,  Marthe  Fequet  and  Pierre 
Baudier,  where  every  problem  of  typography  and  make-up  is 
discussed.  Lecuire,  born  in  Toulon  in  1922,  is  one  of  the  elite 
products  of  the  Etudes  Superieures  de  Lettres  of  Paris  and 
endowed  further  with  a  Baudelairean  sensibility  to  art.  His  spirit 
ofbold  experimentation  is  disciplined  by  one  of  classical  restraint. 
This  ambivalence  which  characterizes  one  who  lives  existentially 
-  I  create  therefore  I  am  -  the  poet  who  was  at  the  barricades  in 
the  rue  Gay-Lussac  in  May  1968,  partly  resolved  in  his  working 
partnerships  with  artists,  has  doubtless  been  emotionally  polarised 
by  his  recent  marriage  to  Mila  Gagarine,  a  poet  of  aristocratic 
Russian  descent  -  this  fulfilling  one  of  his  early  maximes: 
PREFERE  DEUX  AUX  DIEUX. 

Lecuire  is  deeply  involved  in  the  physical  construction  and 
aspect  of  the  book.  Each  shows  the  same  fastidious  concern  about 
the  behaviour  of  type  faces  on  suitable  papers.  For  him  the  printed 
characters  are  visual  instruments  as  well  as  message-bearers. 


Etching  by  Nicolas  de  Stael  -  with  facing  text  by  Pierre  Lecuire  -  for 
Ballets-Minute,  published  by  the  poet,  1954.  Format  33  X  26  cm. 


Among  the  six  different  type  faces  he  has  used  so  far,  I  note  his 
predilection  for  Elzevir  ancien  and  Didot.  The  latter,  in  60  point 
caps,  was  the  inspired  choice  for  La  Femme  est  of  1967,  a  large 
folio  on  Auvergne  paper.  It  had  the  distinction  of  being  chosen 
for  the  exhibition  at  the  Bibliotheque  Nationale  celebrating  the 
'International  Year  (1972)  of  the  Book',  along  with  his  Regnes 
(1961)  which  had  for  neighbours  recognised  masterpieces  of  the 
livre  d'artiste  by  Picasso,  Derain  and  Braque.  In  this  novel 
concept  of  sculptured  (sic)  pages,  Lecuire's  cartesian  side  has 
yielded  to  the  revolutionary  -  'toujours  de  l'audace  .  .  .'  He 
himself  collaborated  with  the  sculptor  Hajdu  in  the  printing  of 
the  uninked  relief  shapes,  resulting  in  the  fascinating  estampilles 
which  delight  and  surprise  as  we  turn  the  pages. 

In  Consul  Constant  and  Cortege  colour  plays  an  important  role. 
The  aquatints  for  the  former  by  the  young  painter-engraver, 
Alain  de  la  Bourdonnaye,  glow  with  the  sombre  brilliance  of 
crystalline  rocks,  whilst  in  Cortege  a  'procession'  of  dazzling  full- 
page  designs  in  papiers  coupes  by  the  Russian  painter  Lanskoy 
provide  a  distinguished  accompaniment  to  Lecuire's  poem. 
Space  does  not  allow  more  than  a  mention  of  two  further 
examples  of  Lecuire's  book-architecture  -  the  square-format 
Litres  with  exquisite  copper  line  engravings  by  Genevieve  Asse 
and  Logis  de  Terre  with  an  obbligato  of  characteristic  slate 
engravings  on  Nepal  paper  by  the  sculptor,  Ubac.  Pierre 
Lecuire's  texts  certainly  deserve  his  own  poetic  orchestrations. 
Prized  alike  by  collectors  and  museums  these  exclusive  editions 
are  already  assured  of  immortality  on  more  than  one  count. 

NOTES 

1.  Livres  dc  Pierre  Lecuire,  (C.N.A.C.,  rue  Berryer,  Paris,  26  January-12 
March,  1973.) 

2.  This  ambitious  work  will  be  the  subject  of  a  fully  illustrated  article  by  the 
present  writer  in  a  future  number  of  The  Connoisseur. 
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Art  Dispatch  from  Europe 


GERALD  SCHURR 


From  Augsburg  to  Baden-Baden 

FIVE  hundred  years  ago,  in  1473,  Hans 
Burgkinair  was  bom  at  Augsburg.  This 
anniversary  is  being  celebrated  until  July  29th 
at  the  Staatsgaleric  by  an  exhibition  of  his 
works  which  illustrate  the  originality  and 
special  qualities  of  the  artist.  The  panels  he 
painted  until  he  was  nearly  forty,  his  severe, 
powerful  portraits  and  his  incisive  engravings 
demonstrate  the  almost  archaic  realism  of  his 
draughtsmanship  and  conception.  After  1510 
his  manner  softened  considerably.  This  can  be 
attributed  to  the  influence  of  his  friend  and 
master  Diirer,  his  senior  by  two  years,  who 
most  certainly  encouraged  him  to  study  the 
harmonious  colours  of  the  great  Venetian 
masters. 

In  Germany  too,  at  Baden-Baden,  an 
interesting  exhibition  has  been  mounted  at  the 
L.I.L.  Gallery  (3,  Markplatz)  until  May  28th  of 
the  last  canvases  and  watcrcolours  executed  in 
Provence  and  Italy  by  Marcelle  Brunswig. 


Under  the  influence  of  Cezanne  they  show  the 
forccfulness  of  the  artist's  painting  and  a 
profound  sensitivity  to  the  effects  of  the  light 
of  the  south. 

Paris.    The  Neo-Classical  Period 

FOLLOWING  'The  Age  of  Neo-Classicism', 
the  great  exhibition  held  in  London  last  autumn, 
there  is  a  useful  complementary  exhibition 
based  on  the  French  School  at  the  Galerie 
Cailleux  (136  faubourg  Saint-Honorc).  It 
extends  from  the  austere  allegories  of  Louis- 
Michael  Van  Loo  to  the  early  rumblings  of 
Symbolism  of  Girodet  in  'Le  Deluge'  and  one 
can  see  in  a  nutshell  a  singularly  indeterminate 
period  midway  between  the  exuberance  of  the 
Baroque  and  the  emotions  of  Romanticism. 

Paris.    Tribute  to  Alcide  Le  Beau 

WE  LIVE  in  an  age  of  questioning  and  of  a 
"debunking'  of  false  ideals  and  yet  in  an  age  of 
revivals.  Two  current  important  exhibitions, 


'Autour  de  Lcvy-Dhurmer'  at  the  Grand  Palais 
and  'Equivoque'  (reviewed  elsewhere)  at  the 
Musee  des  Arts  Decoratifs,  until  May  14th, 
throw  new  light  on  the  Symbolist  and  visionary 
painters  of  the  end  of  the  last  century,  and  even 
on  the  work  of  the  traditional  official  artists. 
The  Galerie  Barbizon  (71  rue  des  Saints-Peres, 
until  May  21st)  is  now  exhibiting  the  post- 
Impressionist  painting  of  the  Breton  Alcide  Le 
Beau:  an  interpretation  approaching  that  of  the 
Symbolists  and  the  Nabis  with  an  occasional 
startlingly  colourful  outburst  of  lyricism.  It  is 
strange  that  this  painter  should  now  have  been 
forgotten  as,  in  1905  at  the  time  of  an  exhibition 
of  several  artists  in  Hamburg,  he  was  hailed  as 
one  of  the  most  typical  artists  of  his  time  on  a 
par  with  Matisse  and  Van  Dongcn.  The  25 
canvases  on  view  at  present  trace  his  evolution 
from  the  well  ordered  composition  and 
harmonious  colouring  of  his  first  canvases 
tinged  with  Wagnerian  symbolism,  to  the 
sensual  explosions  of  his  later  landscapes  and 


I.  Marcelle  Brunswig.  Les  Trois  Arbres.  Saint-Remy-de-Provence. 
Exhibition  at  Baden-Baden. 


2.  Girodet-Trioson.  Study  for  'Le  Deluge'.  Exhibition  'Autour  du 
Neoclassicisme',  Paris. 
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3.  Alcide  Le  Beau.  Breton  Landscape.  Galcric 
Barbizon,  Paris. 


include  intimate  scenes  evocative  of  Vuillard. 
Le  Beau  was  born  at  Lorient  in  1871  and  died 
at  Sanary  on  the  Cote  d'Azur  in  1943. 

Saint  Germain-en-Laye.    A  new  look 

THE  MUSEE  des  Antiquites  Nationales  was, 
ten  years  ago,  a  dusty  austere  repository 
frequented  by  specialists.  Now  after  restoration 
(the  last  stage  of  which  will  be  completed  in 
two  years  and  will  be  concerned  with  the  paleo- 
lithic periods)  the  public  will  enjoy  a  bright, 
orderly  and  extremely  attractive  interior.  This 
is  a  city  which,  although  only  12  kilometres 
from  Paris  and  for  several  months  now 
served  by  an  express  metro,  has  retained  its 
provincial  charm.  The  museum  offers  a  com- 
plete picture  of  the  ancient  civilisations  which 
flourished  011  French  soil  from  earliest  times  to 
the  Merovingians.  Three  new  rooms  have  been 
opened.  One  is  devoted  to  the  Neolithic  period 
(5000-1800  B.C.)  and,  with  the  tomb  from 
Cys-la-Commune  in  Champagne  as  a  centre- 
piece (the  skeleton  adorned  with  necklaces  and 
bracelets  just  as  it  was  discovered  in  1965), 
exhibits  decorated  ceramics,  flint  tools,  and 
jewellery  in  shell,  stone  or  bone.  The  Bronze 
Age  is  represented  in  the  second  room  by 
objects  in  gold,  funerary  equipment,  and  by 
tools  and  arms.  The  third  room,  devoted  to  the 
first  Iron  Age,  illustrates  the  daily  life  of  the 
early  blacksmiths  and  has  remarkable  gold 
jewellery  discovered  in  Champagne  and 
Burgundy. 

Recent  Assessment  of  the  Art  Market 

THE  FOURTEENTH  edition  of  the  'Guide 
Emer'  has  now  reached  the  bookshops.  This 
manual,  produced  every  two  years  and  a  very 


necessary  guide  to  all  art  lovers  and  antique 
dealers,  is,  by  its  very  nature,  a  most  reliable 
gauge  of  the  art  market  -  a  kind  of  photograph 
at  any  given  moment  of  public  taste  measured 
by  the  rise  and  fall  in  demand  for  particular 
specialist  dealers  throughout  the  countries  of 
Europe.  We  learn,  therefore,  that,  in  1973  in 
Great  Britain,  although  London  remains  the 
most  important  centre,  a  large  number  of 
curiosity  shops  have  recently  been  opened  in 
provincial  towns  and  in  the  country;  that  there 
arc  more  and  more  'runners'  whose  aim  is  to 
collect  old  furniture,  pictures  and  knick-knacks 
thereby  reviving  a  number  of  export  firms.  In 


France  there  arc  not  so  many  antique  shops  in 
Paris  (390  have  disappeared  as  opposed  to  270 
new  ones)  although  4  or  5  have  been  opened 
in  the  old  quarter  of  Lcs  Halles.  The  demand 
for  classical  antiquity  has  given  way  to  con- 
temporary objects  and  a  large  number  of  old 
and  modern  art  shops  have  been  started  in  the 
provinces:  3,250  small  towns  now  possess  their 
curiosity  shop  whereas  there  were  2,400  in 
1971.  There  is  a  noticeable  proliferation 
(growing  dangerous)  of  Antique  Fairs.  In 
Germany  and  Austria  activity  is  still  very 
limited.  In  Italy  there  is  a  boom  after  the 
abolition  of  export  tax  on  works  of  art,  but 
during  the  last  fifteen  years  or  so  there  arc 
considerably  fewer  prosperous  avant-garde 
galleries.  In  Switzerland,  Spain  and  Portugal 
the  situation  has  not  changed  much,  but 
Belgium  and  Holland  combined,  with  their 
furniture,  metalwork,  porcelain,  old  and 
nineteenth-century  pictures  follow  immediately 
after  France  and  England.  As  for  the  general 
trend  in  Europe  as  a  whole,  there  has  been  an 
increase  in  popularity  of  the  art  of  1900  and 
1925,  less  demand  for  Empire  furniture  and 
complete  stagnation  in  the  market  for  books. 
A  few  fields  have  enjoyed  spectacular  success: 
archaeology,  the  Far  East,  Renaissance  bronzes, 
old  weapons,  carpets,  metalwork,  primitive 
arts,  prints  and,  in  the  realm  of  pictures, 
Symbolism  and  all  French  painting  of  the 
second  half  of  the  nineteenth  century. 


4.  Gold  vase,  c.  1,000  B.C.  discoverec  in  Cham- 
pagne. Musee  de  St.  Gerrriain-en-Laye. 
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STRONG  JAPANESE 
COMPETITION  IN 
SALEROOMS  •  £3,800 
FOR  TWO  CLOISONNE 
ENAMEL  VASES  • 
CHINESE  BRUSH-POT 
SOLD  FOR  £6,510  • 
GODWIN'S  COPY  OF 
WILDE  PLAY  AT  £900  • 
UNKNOWN  HOGARTH  IN 
BRIGHTON  SALE:  £36,000- 
RECORD  PRICE  FOR 
MARTINWARE  BIRD 

THE  invasion  of  the  antiques  market  by  the 
Japanese,  not  only  in  London,  but  in  New 
York  and  Paris,  was  a  main  topic  of  conversa- 
tion among  dealers  in  the  first  few  months  of 
the  year.  The  general  view  seemed  comparable 
to  what  John  Colepepcr  said  of  seventeenth- 
century  monopolists  in  a  speech  delivered  in  the 
Long  Parliament: 

'These  like  the  frogs  of  Egypt,  have  got 
possession  of  our  dwellings,  and  we  have  scarce 
a  room  free  from  them:  they  sup  in  our  cup, 
they  dip  in  our  dish,  they  sit  by  our  fire;  we 
find  them  in  the  dye-vat,  wash-bowl  and 
powdering  tub  .  .  .  they  have  marked  and 
sealed  us  from  head  to  foot.' 

The  Japanese  had  begun  by  buying  early 
Chinese  porcelain  and  Impressionist  paintings. 
They  had  also  shown  an  interest  in  Japanese- 
prints,  despised  by  previous  Japanese  con- 
noisseurs as  products  of  the  demi-monde.  They 
had  progressed  to  buying  Western  musical 
instruments,  (  ',<  orgian  and  Victorian  furniture 
and  works  of  a",  especially  barometers,  clocks 
and  bronzes.  At  Phillips,  they  dominated  a  sale 
of  Art  Nouvcau  on  January  30. 

On  the  same  day,  in  a  sale  of  Japanese  ivories, 
lacquer,  screens,  and  other  works  of  art  at 
Christie's,  a  fine  two-leaf  screen,  painted  in 
colours  on  a  gold  ground  and  depicting  a  spring 
festival,  went  to  the  Japanese  dealer  Somcya  for 
£4,200  ($10,080).  Each  leaf  measured  42J 
inches  by  37  inches.  The  screen  dates  from  the 
Gcnroku  period.  Another  two-leaf  screen  from 
the  seventeenth-century  Kano  school  went  to  a 


private  bidder  for  £1,785  ($4,284).  Another 
Japanese  dealer,  Fugendo,  gave  £2,310  ($5,544) 
for  a  pair  of  Japanese  cloisonne  enamel  vases 
4  foot  1  inch  high.  The  London  Gallery  in 
Tokyo  paid  £840  ($2,016)  for  a  fan-shaped 
two-tier  box  decorated  in  various  techniques  of 
gold  lacquer,  4!  inches  high.  A  fine  single-case 
inro  was  also  bought  by  Fugendo  for  £787.50 
($1,890). 

Japanese  cloisonne  enamels  again  fetched  high 
prices  at  Sotheby's  Belgravia  on  January  31.  A 
year  ago,  the  finest  Japanese  cloisonne  was 
worth  only  a  few  hundred  pounds.  A  pair  of 
large  vases  passed  the  £1,000  mark  for  the 
first  time  last  autumn.  In  the  January  31  sale, 
Nakamura  paid  £3,800  ($9,120)  for  another 
large  pair  of  vases,  with  tall  ovoid  bodies 
decorated  with  pink  and  white  chrysanthe- 
mums, the  leaves  picked  out  in  different  tones 
of  green  on  an  aventurine  ground.  The  trum- 
pet-shaped necks  are  decorated  with  phoenixes. 
The  vases  stand  about  5  foot  high.  A  second 
large  pair,  with  one  vase  damaged,  went  to  the 
same  dealer  for  £1,300  ($3,120).  A  smaller 
vase,  decorated  with  flowering  tree  peonies, 
purple  wistaria  and  sparrows,  brought  £500 
($1,200).  Sotheby's  estimates  on  these  lots  had 
been  £8oo-£i,200,  £6oo-£8oo,  and  £180- 
£220  respectively.  In  the  furniture  section, 
padouk-wood  display  cabinets,  simple  pieces 
expected  to  fetch  about  £ioo-£20O,  went  for 
£200-£500. 

Perhaps  the  most  extraordinary  aspect  of 
Japanese  buying  was  their  enthusiastic  bidding 


1.  Two-leaf  Japanese  screen,  painted  in  colours 
on  a  gold  ground  and  depicting  a  spring  festival 
£4,200  ($10,080).  Christie's,  January  30. 


3.  Ormolu-mounted  Sevres-style  vase,  nine- 
teenth-century. £3,780  (89,072).  Christie's, 
February  5. 

2.  Left.  Pair  of  large  Japanese  cloisonne  enamel 
vases,  decorated  with  pink  and  white  chrys- 
anthemums and  phoenixes.  £3,800  ($9,120). 
Sotheby's,  Belgravia,  January  31. 

for  Satsuma  wares  at  Sotheby's  Belgravia  on 
February  1.  For  after  all,  this  cream-coloured 
earthenware  with  the  fine  craquelure,  dating 
from  c.  i860  to  1900,  was  mainly  made  for  the 
export  market :  the  first  boatload  was  from  the 
Satsuma  factory,  and  the  name  became  generic, 
though  the  ware  was  made  elsewhere.  The 
Japanese  repurchase  of  Satsuma  is  a  case  of  coals 
back  to  Newcastle;  though  admittedly  the 
rebuying  is  carefully  selective. 

At  the  Belgravia  sale,  half  a  dozen  lots  went 
to  Nakamura,  including  a  pair  of  ovoid  vases 
richly  painted  with  flowers  and  signed  by 
Tomonobu,  at  £440  ($1,056).  Nakamura  also 
bought  a  Gyokuzan  figure  of  Buddha,  his 
robes  brilliantly  painted  with  phoenix,  fans, 
flowers  and  scrolls,  for ,  £250  ($600),  and  a 
figure  of  a  mother  suckling  her  child  at  £110 
($264).  A  late  Somyozan  vase,  6£  inches  high, 
painted  with  a  procession  between  flower 
borders,  went  for  £210  ($504)  (Tsatsos), 
though  the  pre-sale  estimate  had  been  £1 5-£20. 

When,  four  days  later,  Christie's  sold  an 
ormolu-mounted  Sevres-style  vase  for  £3,780 
($9,072)  -  a  new  auction  record  for  any  piece  of 
nineteenth-century  porcelain  -  the  buyer,  Mr. 
Eric  Lineham,  told  The  Times  that  the  piece 
'was  most  likely  to  find  a  home  in  Italy  or 
Japan'.  This,  incidentally,  was  the  third  week 
running  that  a  record  had  been  broken  in  a 
Christie's  ceramics  sale:  it  followed  the  £1,680 
($4,032)  for  a  Staffordshire  pottery  figure  of 
Sir  Robert  Peel  and  the  £9,450  ($22,680) 
record  for  any  piece  of  English  porcelain  -  the 
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4.  Opaque  white  glass  Chinese  brush-pot, 
painted  with  European  women  and  children. 
£6,510  (815,624).  Christie's,  February  7. 


5.  James  I  wine  cup,  weighing  6  oz.  5  dwt. 
£2,600  ($6,240).  Sotheby's,  January  31. 


Giles-atelier  decorated  Worcester  bowl  illus- 
trated in  our  last  issue.  Hand-painted  nine- 
teenth-century Berlin  porcelain  plaques,  equally 
opulently  decorated,  have  a  similar  appeal 
abroad  (a  curious  development  in  Japan,  where 
for  centuries  an  almost  sadistic  austerity  pre- 
vailed in  design.)  The  February  5  sale  included 
one  painted  with  the  Last  Supper  after  Leonardo 
(io|  inches  by  6J  inches).  This  brought  £714 
($1,713.60),  while  another,  painted  with  a 
landscape  after  Winterhalter,  made  £504 
($1,209.60). 

On  February  7  Christie's  sold  an  opaque 
white  glass  Chinese  brush-pot,  3^  inches 
high,  painted  with  European  women  and 
children,  for  £6,510  ($15,624),  after  a  prc- 
sale  estimate  of  £800.  The  brush-pot  dates  from 
the  early  eighteenth  century  and  bears  the 
Ch'ien  Lung  reign  mark  (1736-96).  The  kind  of 
decoration,  in  painted  enamels  on  glass,  is  com- 
mon on  snuff-bottles,  but  a  brush-pot  is  a  rarity. 
In  the  same  sale  a  Ch'ien  Lung  pale  celadon  jade 
circular  bowl  made  £7,350  ($17,640),  and  a 
celadon  jade  vase  and  cover,  9^  inches  high, 
brought  £1,312.50  ($3,150). 

For  book  collectors  and  dealers  there  were 
also  some  inteiesting  sales  at  the  beginning  of 
the  year.  On  January  24,  Christie's  sold  a  copy 
of  Oscar  Wilde's  play  The  Duchess  of  Padua 
for  £900  ($2,160).  It  was  privately  printed  in 
1883.  Stuart  Mason's  bibliography  states  that 
only  twenty  copies  were  printed,  and  the  where- 
abouts of  only  four  were  known  to  him.  This 
appears  to  be  a  fifth  copy.  It  is  heavily  anno- 


tated in  pencil  with  some  words  painted  over 
in  red:  Christie's  suggested  that  the  notes  are  in 
the  hand  of  E.  W.  Godwin,  the  architect  and 
theatre  designer,  who  designed  the  decorations 
for  Wilde's  house  in  Tite  Street,  Chelsea,  of 
which  May  Morris  said  'it  was  needlessly 
spartan  -  there  was  a  hair-shirt  vigour  about  it, 
opposed  to  all  geniality  or  prandial  humours'. 
The  play  was  sent  for  sale  by  Lady  Queens- 
berry.  In  the  same  sale,  books  with  fine  colour 
plates  brought  high  prices:  £1,300  ($3,120)  for 
Donovan's  Natural  History  of  British  Birds  in 
mixed  editions  with  the  Natural  History  of 
British  Fishes;  and  £1,250  ($3,000)  for  a  third 
edition  of  Rcdoute's  Les  Roses  (1828-29).  A  set 
of  the  Victoria  History  of  the  Counties  of  England, 
in  149  volumes,  fetched  £1,500  ($3,600). 

Sotheby's  Hodgson's  Rooms,  Chancery 
Lane,  obtained  the  highest  price  for  a  single  lot 
in  their  history  on  February  8:  £8,000  ($19,200) 
for  a  collection  of  prints  illustrating  the  Old  and 
New  Testaments,  put  together  by  Elizabeth 
Bull  about  the  end  of  the  eighteenth  century. 
She  was  the  daughter  of  Richard  Bull,  a  famous 
print  collector  and  friend  of  Horace  Walpolc. 
The  best  prints  had  already  been  removed  for  a 
sale  at  Sotheby's  in  Bond  Street.  A  second 
collection,  illustrating  the  history  of  England, 
made  £4,800  ($11,520). 

'Prices  left  the  estimates  standing'  is  rapidly- 
becoming  a  cliche  in  the  salerooms.  It  certainly 
applied  to  a  sale  of  medals  at  Sotheby's  on 
January  31.  A  Victoria  Cross  group,  awarded 
for  valour  in  the  First  World  War,  fetched 


6.  Queen  Anne  walnut  bureau  cabinet  with 
bow-shaped  cornice  and  mirror  panel  above 
two  mirror  doors.  £3,995  (?9,588).  Christie's, 
February  8. 


£2,100  ($5,040)  -  £400  ($960)  beyond  the 
prc-sale  estimate.  It  was  awarded  to  Sergeant 
J.  Molyncux,  Royal  Fusiliers,  and  the  group 
was  benight  by  Spink  on  behalf  of  the  Royal 
Fusiliers'  regimental  museum  at  the  Tower  of 
London.  The  £1,000  ($2,400)  paid  for  a  Star  of 
India  in  the  same  sale  was  about  double  the 
most  recent  price. 

On  the  same  day,  a  silver  sale  at  Sotheby's 
brought  £89,629  ($214,109.60).  A  James  I 
wine  cup,  the  bowl  chased  with  foliage,  and 
weighing  6  oz.  5  dwt.  made  £2,600  ($6,240). 
A  set  of  four  George  III  table  candlesticks 
(115  oz.  10  dwt.)  made  £2,500  ($6,000).  At 
Christie's  on  February  14  a  Victorian  oval 
silver  soup  tureen  and  cover  brought  the  top 
price  of  £1,100  ($2,640).  It  is  by  W.  Mann, 
dated  1851,  and  weighs  115  oz.  The  body  is 
applied  with  laurel  festoons,  the  handles  being 
of  rope-work  with  ram's  masks.  A  Charles  II 
cylindrical  tankard  and  cover,  5$  inches  high 
(22  oz.)  fetched  £750  ($1,800).  A  George  II 
tapering  cylindrical  coffee  pot  by  Thomas 
Heming,  1753  (29  oz.)  brought  £700  ($1,680) 

European  bidders,  as  well  as  Japanese,  were 
prominent  in  furniture  sales.  At  Christie's  on 
January  31,  the  top  price  of  £4,620  ($11,088) 
was  paid  by  Antonio  Costa,  a  Lisbon  dealer,  for 
.1  fine  Portuguese  mid-eighteenth-ccntury 
padouk  wood  serpentine  commode.  The  top  is 
crossbanded  with  kingwood,  and  i  aid  with 
stars,  the  apron  carved  in  low  reliel  A  North 
Italian  rosewood  and  marquetry  writing  table 
reached  £2,990  ($7,176).  An  early  eighteenth- 
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7.  Spanish  still  life,  illegibly  signed  but  in- 
scribed 'Seville,  1651'.  £5,040  (812,096). 
Christie's,  February  9. 


century  piece,  probably  from  Turin,  it  is 
elaborately  inlaid  with  ebony  and  ivory.  An 
Austrian  walnut  parquetry  cabinet  in  two  parts 
fetched  £l,995  ($4,788).  It  is  inlaid  with  a 
trellis  pattern.  In  a  furniture  sale  at  Sotheby's  on 
February  2,  the  top  price  of  £2,400  ($5,760) 
was  given  for  a  George  I  burr  walnut  bureau 
bookcase.  A  Queen  Anne  walnut  chest  on 
stand  with  the  original  legs  and  a  well-shaped 
frieze  made  £1,400  ($3,360):  about  fifty  per 
cent  more  than  it  would  have  been  likely  to 
fetch  a  year  before.  At  Christie's  on  February  8 
a  handsome  Queen  Anne  walnut  bureau 
c  abinet  brought  £3,995  ($9,588).  It  has  a  bow- 
shaped  cornice  and  a  mirror  panel  above  two 
mirror  doors. 

A  finely-knotted  Tabriz  carpet  of  prayer-rug 
design  made  £4,400  ($10,560)  at  Sotheby's  on 
February  9.  The  white  field  is  filled  with 
flowering  tree*  in  shades  of  orange,  and  the 
carpet  measure.  14  foot  2  inches  by  9  foot  11 
inches.  A  part-s;!k  Kashan  tile-pattern  carpet 
(11  feet  6  inches  by  8  feet  7  inches)  made 
£1,350  ($3,240). 

In  an  Old  Masters  sale  at  Christie's  on  the 
same  day,  1  fine  Spanish  still-life,  illegibly 
signed,  fetched  £5,040  ($12,096).  The  in- 
scription 'Seville  165 1 "  is  still  readable  in  one 
corner.  Diana  and  Callisto,  by  Jacob  van  Loo, 
who  founded  the  eighteenth-century  van  Loo 
family  of  painters,  reached  £5,775  ($13,860). 
This  was  a  previously  unrecorded  composition 


9.  Johann  Koenig.  A  poetess  introduced  by 
Minerva  to  the  Fountain  of  Hippocrene.  £4,800 
(Sll,52o).  Christie's,  February  9. 


of  nude  women  against  a  woodland  back- 
ground. A  poetess  introduced  by  Minerva  to 
the  Fountain  of  Hippocrene,  by  Johann 
Koenig,  a  follower  of  Elsheimcr,  made  £4,800 
($11,520). 

An  unknown  painting  by  Hogarth  turned 
up  in  the  Rooms  of  Raymond  P.  Inman  of 
Temple  Street,  Brighton,  on  February  13,  and 
fetched  £36,000  ($86,400).  The  auctioneers 
had  catalogued  the  work  as  'attributed  to  Hog- 
arth'. It  is  an  early  eighteenth-century  convers- 
ation piece:  to  the  right  the  father  of  the  family 
is  playing  cards  with  grandmama,  and  to  the 
left  are  the  mother  and  her  two  children.  It 
measures  30  inches  by  31  inches  and  came  from 
the  collection  of  the  late  Lady  Rawson. 

The  Metropolitan  Museum  of  Art,  New- 
York,  made  nearly  half  a  million  dollars  in  a 
sale  of  pictures  from  its  reserve  collection  at 
Sotheby's  Parke  Bernet  on  February  15.  The 
highest  prices  were  $25,000  (£10,416.75)  for  a 
Renaissance  madonna  and  child,  attributed  to 
Francesco  di  Vannuccio;  and  $23,000  (£9,583. 
41)  for  a  Corot  study  of  the  Rhone.  At  Christie's 
on  February  16  a  still  life  by  the  American 
trompe  Voeil  painter  William  Michael  Harnett, 
dated  1885,  brought  £12,600  ($30,240).  A 
bronze  by  Frederic  Remington,  The  Bronco 
liuster,  reached  £5,040  ($12,096). 

In  a  glass  sale  at  Sotheby's  on  February  12,  a 
Nuremberg  wheel-engraved  beaker,  4J  inches 
high,  decorated  with  foliage,  flowers  and  a 


putto  grasping  ribbons  joining  the  arms  of  a 
betrothed  couple,  made  £1,700  ($4,080).  The 
beaker  is  of  the  late  seventeenth  century  and  the 
fine  engraving  is  attributed  to  Paulus  Edcr, 
active  in  Nuremberg  from  1685  to  1709.  A 
Netherlands  diamond-engraved  goblet  also 
brought  an  exceptional  price  at  £1,250 
($3,000).  It  stands  7J  inches  high,  the  bowl 
engraved  in  diamond  point  with  a  stag  hunt. 
Sotheby's  describe  it  as  in  the  style  of  Mooley- 
ser,  a  late  seventeenth-century  engraver.  A  rare 
central  German  Passglas,  dated  1716  and  decora- 
ted in  coloured  enamels,  reached  £800  ($19, 200). 

A  large  Martinware  bird  was  sold  for 
£1,250  ($3,000)  at  Sotheby's  Belgravia  on 
February  15  -  about  three  times  the  price  ever 
paid  for  any  single  product  of  the  Martin  Bro- 
thers' Pottery.  It  is  i6|  inches  high,  with  blue- 
brown  speckled  feathers.  There  are  only  two 
recorded  birds  of  larger  size,  a  17  inch  model  in 
a  private  collection,  and  a  41  inch  bowl  in  the 
Fitzwilliam  Museum,  Cambridge.  A  monk  bird, 
with  smiling  tonsured  head,  also  by  the  Martin 
Brothers,  and  dated  1901,  made  £720  ($1,728). 

Glendining's  first  coin  sale  of  the  year,  on 
January  31,  totalled  £34,275  ($82,260).  It 
included  a  George  V  specimen  set  of  191 1  in 
brilliant  condition,  which  made  £740  ($1,776). 
In  a  picture  sale  which  brought  £65,485 
($157,164)  at  Bonham's  on  February  8,  The 
Prince  Royal  aground  on  Galloper  Sands  by 
Francois  Musin  fetched  £2,400  ($5,760). 
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I.  David  Bomberg.  Sappers  at  work  under  Hill 
60,  1919,  pen  and  ink  wash  10  x  8  inches. 
Fischer  Fine  Art. 


David  Bomberg 

March  -  April  1973 

Fischer  Fine  Art  Ltd., 

30  King  Street,  St.  James's,  S.W.i 

Reviewed  by  georgina  Oliver 

At  22,  within  a  year  of  leaving  the  Slade,  David 
Bomberg  was  already  prominent  in  Britain's 
Cubist  orientated  avant-garde.  He  enjoyed  a 
flash-in-the-pan  success  marked  in  191 4,  by  his 
contribution  to  the  London  Group's  first 
official  exhibition  and  by  a  one-man  show  at  the 
Chenil  Gallery,  Chelsea.  Years  of  comparative 
neglect  were  never  quite  redeemed  until  the 
major  retrospective  held  at  the  Tate  in  1967,  a 
decade  after  his  death. 

The  dynamism  of  the  Futurists,  of 
Duchamp's  nude  walking  down  the  stairs, 
references  to  mechanical  form  found  in  Wynd- 
ham  Lewis  and  the  Vorticists,  in  Fcrnand 
Leger;  echoes  of  Cezanne's  volumes,  the 
monumentality  of  Picasso's  naked  figures  with 
a  compassion  and  sensibility  nearer  that  of  a 
Jacob  Epstein  or  a  Frank  Dobson:  Bomberg 
had  absorbed  his  epoch,  yet  his  paintings, 
sometimes  sombre  as  doom,  propelled  by  a 
lump-in-the-throat  sense  of  poetry,  energetic- 
ally, economically  applied,  have  a  combination 
of  personal  qualities  hyper-relevant  today. 

The  fresh  rationality,  the  continual  re-assess- 
ment which  is  Bomberg's  approach  to  land- 
scape often  find  him  accused  of  that  lack  of 
awareness  of  place  attributed  to  the  archetypal 
wandering  Jew,  while  the  intense  concentration 
of  emotions  expressed  in  his  choice  of  colours  is 
again  frequently  pinned  down  to  his  Jewish- 
ness.  David  Bomberg's  lone,  objective  con- 
sciousness and  constructional  insight  are 
diluted  with  the  same  nostalgic,  almost  Eastern 
mysticism,  pervading  the  synthesis  of  exist- 
entialist and  structural  reasoning  inherent  to 
current  thought. 


In  an  article  written  for  The  Times  in  1964, 
Bryan  Robertson  pointed  out  one  aspect  of 
Bomberg  which  is  dated:  'Bomberg  was  more 
conscious  of  the  pull  of  gravity  than  of  an 
object's  projection  into  space  and  its  consequent 
displacement  of  space'.  This  is  the  difference 
between  weighty  monumentality  and  scale,  - 
scale  such  as  Barnctt  Newman's,  for  instance. 
At  present,  the  concept  of  vastness  even  is 
viewed  cautiously.  Size,  like  subjective  feeling, 
must  be  integral  to  a  work,  not  a  predetermined 
end  giving  instant  sublimation.  David  Bomberg 
believed  in  'the  spirit  of  the  mass',  but  he  was 
not  an  expressionist. 


'Piscatorius'  : 

English  watcrcolours  and  drawings 
3  -  17  April  1973 
Fry  Gallery, 

58Jermyn  Street,  S.W.i 
Reviewed  by  denis  thomas 

For  the  latest  of  his  occasional  exhibitions  of 
early  English  drawings  and  watcrcolours,  Mr. 
Cyril  Fry  combined  a  group  of  fish  drawings 
by  Edward  Forbes  (1 8 1 5-1 854)  with  examples 
of  fishing  and  angling  subjects  by  such  promin- 
ent artists  as  De  Wint,  Cox,  Cotman,  Holland, 
Hunt,  Duncan  and  Prout.  The  Forbes  water- 
colours,  in  delicately  accurate  tones,  were 
studies  done  on  the  spot  during  an  expedition  to 
the  eastern  Mediterranean  and  the  Greek  coast 
in  1 841,  on  which  Forbes  was  travelling  as 
naturalist  to  the  hydrographic  survey  ship, 
hmss  Beacon.  He  was  evidently  scarcely  less 
talented  as  an  artist  than  as  a  naturalist,  and 
the  note  on  him  in  Mr.  Fry's  catalogue  adds  a 
valuable  name  to  the  record. 

Of  the  other  watcrcolours  brought  together 
for  the  occasion  perhaps  the  most  delightful 
were  a  group  of  small  figure  studies  of  fishermen 
by  James  Holland,  from  a  sketchbook,  showing 
yet  again  what  a  vivacious  and  likeable  artist  he- 
is;  and  a  William  Payne  (whose  reputation  is 
suddenly  rising),  of  an  agitated  angler  on  the 
edge  of  success  or  disaster.  A  watercolour 
dated  1832  of  fishing  boats  on  the  Normandy 
coast  by  W.  H.  Harriott,  an  exhibitor  at 
Norwich,  might  well,  but  for  the  inscription, 
be  taken  for  John  Sell  or  Miles  Edmund 
Cotman  -  another  of  those  salutory  warnings 
to  collectors  that  attributions  are  not  as  obvious 
as  they  sometimes  seem. 

2.  Edward  Forbes.  Croaker  ( Corrina  nigra),  1841, 
pencil  and  watercolour  4;  •  9}  inches.  Fry 
Gallery. 


3a.  Jan  Frans  van  Bloemen.  Italian  landscape 
with  figures  at  a  well,  85J  64A  inches.  Gallery 
Lasson. 

Old  Master  Paintings 

From  17  April  1973 
Gallery  Lasson, 
S7jermyn  Street,  S.W.I 
From  8  May  1973 
Terry-Engell  Gallery, 
8  Bury  Street,  S.W.i 
Reviewed  by  denis  thomas 

The  wealth  of  fine  things  in  London's  art 
market  continues  to  draw  connoisseurs  and 
collectors.  The  quest  may  be  increasingly 
difficult  as  prices  reach  levels  undreamed  of  even 
a  couple  of  years  ago,  but  most  of  the  leading 
galleries  manage  to  keep  their  standards  up  even 
without  visible  means  of  support  from  mer- 
chant banks.  Certainly  there  is  no  sign  of  a 
falling-otf  in  the  current  exhibitions.  Mr. 
Lasson,  for  instance,  is  showing  a  Colleoni 
which  positively  shimmers  with  splendour,  and 
a  romantic  landscape  by  Tempesta  which 
vividly  demonstrates  his  importance  as  a  link 
between  Gaspard,  Claude  and  Rosa  and  the 
Venetian  landscape  painters  of  the  next  century. 
Perhaps  William  James,  the  English  imitator 
of  Samuel  Scott  and  Canalctto,  would  be 
surprised  to  find  himself  111  this  company.  But  a 
still-life  by  Maltese,  with  the  customary  carpet 
which  you  can  reach  out  and  touch,  makes  a 
striking  impact.  For  sheer  eclat,  however,  the 
huge  Jan  Frans  van  Bloemen  landsc  ipe  stands 
alone.  It  has  passed  through  Mr.  Las*  u's  hands 
before,  and  now  makes  a  spcctacula  return. 

Of  important  paintings  at  the  T  rry-Engcll 
Gallery,  the  Jan  van  Goyen  of  Egmund-ann- 
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3b.  Jacob  van  Hulsdonck.  Flowers  in  a  glass 
beaker,  panel  20,'  16J  inches.  Terry-Engell 
Gallery. 

Zee  is  of  exceptional  interest,  along  with  a  Jan 
Brueghel  village  scene  in  a  snowstorm.  A  pair 
of  Van  Huysum  still— lifes,  one  of  fruit  and  the 
other  of  flowers  with  a  bird's  nest,  have  the 
green  background  which  many  prefer  to  the 
more  usual  black.  They  compare  in  quality 
with  two  flower  subjects  by  Jacob  van  Huls- 
donck, painted  with  an  almost  excessive 
brilliance.  A  pair  of  small  apres-ditier  pictures  by 
David  Tcniers,  and  a  Jan  'Velvet'  Brueghel  of 
Latona  and  the  Lycian  Rustics  (she  turned  them 
into  frogs)  will  catch  the  eye  of  picture  fanciers 
who  like  something  to  smile  at  as  well  as 
admire. 


English  Paintings 

i  May  -  25  May  1973 
Lcgcr  Galleries, 
13  Old  Bond  Street,  W.i 
Reviewed  by  david  coombs 

In  an  exhibition  of  many  fine  pictures,  three  in 
particular  stand  out:  two  portraits  by  Romncy 
and  a  third  by  A.  W.  Devis.  The  latter  painting 
shows  five  dignified  figures,  three  Indians  and 
two  Europeans,  beneath  a  tree,  the  whole 
possessing  a  mannered  charm  that  is  very 
English  despite  the  Oriental  setting.  The 
central  figure  is  of  William  Dent  who  is  shown 
receiving  his  bn  'her  John  before  the  latter's 
departure  for  the  jrd  Mysore  War  1790-92; 
behind  them  stands  Anand  Narain,  the  Indian 
landlord,  from  whom  William  Dent  obtained 
his  estate  in  1786,  its  transfer  through  the 
ceremony  of  feoffment  by  sod-cutting  being 
shown  on  their  right,  the  brothers  being  also 
attended  by  an  armed  and  turbancd  orderly. 

The  larger  of  the  Romncy  portraits  must  be 
one  of  his  best  pictures.  It  shows  the  Gowcr 
family,  three  girls  and  a  boy  and  their  elder 
sister  in  a  marvellous  combination  of  innocence 


and  charm.  The  illustration  here  speaks  for 
itself  but  the  figures  are  lifesize  and  the  total 
impact  of  such  a  painting  is  an  unforgettable 
experience.  It  should  undoubtedly  be  bought  for 
one  of  our  national  collections. 

The  smaller  Romney  is  a  half-length  portrait 
of  Lady  Edward  Bentinck.  In  total  it  exhibits 
the  artist's  extraordinary  technical  skill  with  the 
brush,  as  well  as  his  great  feeling  for  femininity 
in  a  woman.  Basically  the  picture  is  white, 
relieved  only  by  the  youthful  pink  face  and  a 
blue  ribbon  in  her  hat. 

Among  the  other  pictures,  there  is  a  large, 
meticulous  marine  painting  by  C.  M.  Powell,  a 
sparkling  portrait  by  John  Singleton  Copley, 
two  romantic  landscapes  by  William  Ashford, 
and  an  extraordinary  picture  by  Rev.  Matthew 
William  Peters  of  Lydia,  a  courtesan,  nude  with 
the  air  of  an  impish  nymph. 

4.  George  Romney.  The  Gowcr  Family,  1776/7, 
80  X  91 J  inches.  Leger  Galleries. 


Alfred  Emile  Leopold  Stevens 

9  May  -  6  June  1973 
John  Mitchell  and  Sons, 
8  New  Bond  Street,  W.i 
Reviewed  by  marina  vaizey 

One  of  the  valuable  activities  of  recent  years  has 
been  the  assiduous  studies  of  periods  of  art  that 
had  fallen  out  of  critical  favour:  the  Baroque 
and  Mannerism,  come  to  mind,  and  in  the  19th 
century,  the  Symbolists,  the  Pre-Raphaelites, 
art  nouveaii,  the  animaliers,  the  list  is  long  and 
fascinating.  Peter  Mitchell  has  had  an  intense 
interest  in  the  Belgian  Alfred  Stevens  (1823- 
1906),  who,  admired  and  collected  at  the  time 
in  this  country  has  been  largely  ignored  ever 
since,  although  paintings  by  him  figure 
prominently  in  public  collections  in  the 
Continent  and  America.  This  scholarly  activity 
on  the  part  of  a  dedicated  dealer  has  culminated 
in  an  exquisitely  well  chosen  loan  exhibition  of 
some  21  paintings  which  commemorates  the 
150th  anniversary  of  the  artist's  birth.  There  is 
some  understandable  confusion  in  many 
people's  minds,  as  there  is  a  contemporary 
English  Alfred  Stevens,  (1818-1875),  sculptor  of 
such  things  as  the  "Wellington  Monument,  and 
the  lions  in  front  of  the  British  Museum,  and 
friend  to  Henry  James.  The  Belgian  Alfred 


Stevens  was  a  prolific  painter  who  spent  most 
of  his  life  in  Paris;  highly  successful  and  res- 
pected by  such  as  Whistler,  Manet  and  the 
Impressionists,  he  was  the  first  artist  honoured 
in  his  lifetime  with  a  one  man  exhibition  at  the 
Ecole  des  Beaux  Arts  in  1900.  Stevens  was  in 
the  thick  of  artistic  life:  Delacroix,  and  Dumas 
fils  were  witnesses  at  his  marriage,  Degas  god- 
father to  his  daughter,  and  he  was  an  early 
enthusiast,  with  Whistler,  of  Japoneserie.  And 
he  introduced  Manet  to  the  dealer  Durand- 
Rucl  -  and  was  pall-bearer  at  his  funeral. 
Stevens  was  also  the  artistic  teacher  of  Sarah 
Bernhardt. 

In  1927,  Stevens  was  well  represented  in  a 
.  Targe  exhibition  of  Flemish  art  at  the  Royal 
Academy,  but  the  present  exhibition  is  thought 
to  be  the  first  attempt  at  a  representative  look 
at  Stevens'  work  since  then  in  London.  The 
exhibition,  drawn  from  private  collections, 
ranges  chronologically  from  the  charming 
Jeune  femme  lisant,  1856,  to  work  of  the  1890s. 
Marine  pictures  and  portraits  are  the  most 
characteristic  works.  The  marines  are  delightful, 
and  in  technique  have  certain  affinities  with  the 
work  of  Boudin  (a  good  friend)  and  Manet. 
The  brush  work  is  free,  expressive  and  vivid, 
the  colours  sensitive  and  often  unexpected,  and 
the  handling  remarkably  free,  to  such  an  extent 
that  reproduction  does  little  justice  to  the 
original.  The  portraits  exhibit  a  fine  sense  of 
pattern,  furniture,  textiles  and  wall  paper  all 
contributing  elements  to  compositions  which 
appear  straightforward  but  are  artfully  con- 
trived. A  sensitive  individuality  endows  his 
portraits  of  elegant  ladies  receiving  letters,  with 
a  pleasing  freshness  which  lifts  them  out  of  the 
usual  period  piece.  No-one  would  claim  that 
Stevens  is  a  giant  among  painters;  but  he  was, 
as  has  rightly  been  said,  a  master  of  'La  Femme' 
and  'La  Mer'  and  esteemed  by  his  illustrious 
contemporaries  as  such. 


5.  Alfred  Stevens.  Tete  de  jeune  fille,  15  X  12 
inches.  Private  collection,  San  Francisco.  John 
Mitchell  and  Son. 
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6.  D.  O.  Hill  and  Robert  Adamson.  Jas.  Linton 
and  Three  Boys,  June  1845,  calotype  7}  X  5f 
inches.  National  Portrait  Gallery. 


Hill-Adamson  Calotypes 

March  1973 

National  Portrait  Gallery, 
St.  Martin's  Place,  W.C.2 
Reviewed  by  peter  fuller 

The  Hill-Adamson  Albums,  a  collection  of  258 
of  their  calotypes,  presented  to  the  Royal 
Academy  in  1846,  constitute  an  incomparable 
visual  document,  which  is  of  interest  to 
photographers,  historians,  art  scholars  and 
critics,  sociologists  and  that  eclectic  body,  the 
general  public,  alike.  According  to  one's 
primary  interests,  one  will  react  to  them  in 
different  ways.  For  example,  the  extraordinary 
series  of  photographs  of  Newhaven  fishermen 
represent  the  first  available  images  of  people  at 
work,  in  conditions  which  have  only  margin- 
ally been  mediated  by  the  necessities  of  a 
cumbersome  technique.  Of  course,  they  are  not 
'rapportage'  works  in  the  Picture  Post  sense; 
they  are  posed.  As  in  Fisher  Laddies  (Vol.  Ill, 
No.  39)  strong  traces  of  the  tripod  are  deliber- 
ately left  in,  as  if  honestly  to  remind  us  of  the 
laborious  process  by  which  the  image  was 
obtained.  But  by  looking  at  these  works,  we 
can  gain  a  visual  impression  of  mid-nineteenth 
century  peasant  life  which  is  quite  distinct  from 
that  obtainable  through  the  paintings  and 
artefacts  of  the  period. 

Another  line  of  approach  leads  us  to  make 
different  observations:  the  inter-penetration  of 
art  and  photography,  throughout  the  latter  part 
of  the  nineteenth  century,  was  one  of  the 
factors  which  gave  birth  to  the  sudden, 
dramatic  and  convulsive  revaluation  of  visual 
experience  implicit  in  the  development  of 
Futurism  and  Cubism  in  the  early  part  of  the 
twentieth  century.  These  calotypes  show  us 
very  closely  the  nature  of  this  relationship  in  its 
earliest  days.  We  see  photography  aspiring  to 
the  condition  of  art,  borrowing  the  portrait 


conventions  of  painting,  stealing  its  pre- 
occupations, as  surely  and  emphatically  as 
painting  itself  was  later  to  flee  from  the  en- 
croachments of  photography  towards  a  new 
kind  of  visual  experiment.  Despite  their 
Newhaven  pictures.  Hill  and  Adamson  were  by 
no  means  free  from  these  concerns:  they 
wanted  photography  to  be  an  'art  form',  in  the 
conventional  sense,  as  much  as  the  doyens  of  the 
painting  schools  wished  to  deny  it.  And  so  we 
have  the  posed  stuffiness,  the  moralism,  and  the 
sentimentality  which  infected  Victorian  paint- 
ing, freely  expressed  in  their  work.  It  is  as  if 
they  wanted  to  paint  with  lenses.  Eventually, 
the  development  of  speedier  techniques, 
particularly  the  dramatic  reduction  of  exposure 
times  and  the  size  of  cameras,  was  to  allow 
photography  to  define  its  own  function  as  the 
freezer  of  else-forgotten  instants,  of  particular 
value  in  news  reporting.  But  those  days  were 
still  a  long  way  off  in  Hill-Adamson's  time,  and 
their  work  allows  us  a  vital  insight  into  the 
preoccupations  and  solutions,  some  less  satis- 
factory than  others  but  none  without  historical 
interests,  of  two  of  the  great  pioneers  in  the 
history  of  the  camera. 


7.  Portrait  Bust  of  an  Artist,  English,  early  18th 
century,  marble,  height  56  cm.  David  Peel. 


From  Classic  to  Neo-Classic 

9-25  May  1973 

David  Peel, 

2  Carlos  Place,  W.i 

Reviewed  by  jeffery  daniels 

The  earliest  piece  in  this  small  but  distinguished 
exhibition  of  mainly  three-dimensional  material 
is  a  Hellenistic  Lower  half  of  a  leg  in  bronze, 
which  immediately  calls  to  mind  Fuseli's 
famous  drawing,  The  artist  moved  by  the  grandeur 
oj  ancient  ruins  which  was  shown  at  the  Royal 
Academy  in  last  Autumn's  memorable  Neo- 
classical exhibition.  It  is  also  a  sad  reminder  of 
the  loss  of  practically  all  Greek  sculpture  in 
bronze,  the  largest  group  of  which  was  melted 
down  by  the  Venetians  after  their  capture  of 


Constantinople  in  1204.  Another  happy 
reminder  of  the  Golden  Age  befi  1  e  the  triumph 
of  Christianity,  with  its  din  .  .  <>{  war 

and  persecution  is  the  damaged  but  still 
beautiful  Head  of  a  Young  Man,  surely  1 
with  every  justification  to  the  I  ladrianii  | 
in  which  Greek  sensibility  and  Roman  grandeur 
briefly  combined  to  produce  a  society  sophisti- 
cated enough  to  accept  the  Emperor's  dead 
lover  Antinous  as  a  god. 

Fortunately  for  art  the  appreciation  of  physi- 
cal beauty  was  not  extinguished  by  the  long 
ages  of  superstition  and  the  figures  of  David 
and  St.  Sebastian  clearly  perpetuate  the  images 
of  the  heroes  and  athletes  of  Greece  and  Rome, 
and  in  Renaissance  and  Mannerist  art  the 
images  are  often  combined;  an  early 
seventeenth-century  fruit-wood  figure  of  St. 
Sebastian,  from  the  circle  of  George  Petel 
(1601-34)  has  a  residual  Gothic  tension  but  is 
basically  classical  in  its  feeling  for  the  human 
figure. 

The  grandeur  of  ancient  Rome  was  what 
appealed  to  the  French  in  the  seventeenth 
century,  and  their  passion  for  'La  Gloire',  which 
might  be  described  as  the  sick  joke  of  Europe 
today  was  capable  of  inspiring  valid  artistic 
expression  in  the  heyday  of  Louis  XIV.  A  small 
but  tremendously  effective  bust  of  that  mon- 
arch by  Antoine  Coysevox  (1640-1720)  seems 
to  be  a  remarkable  re-discovery  by  David  Peel 
of  a  work  that  was  for  long  believed  lost.  The 
debt  to  Bernini  in  the  billowing  drapery  is 
obvious  enough,  but  the  remarkably  sensitive 
features  are  a  tribute  to  the  perception  of  the 
sculptor,  sensing  the  personal  disquiet  behind 
the  panoply  of  kingship.  The  baroque  bust 
en  neglige  was,  as  Margaret  Whinney  points  out, 
created  in  France,  a  reaction  against  all  that  the 
Grand  Sikle  stood  for,  but  it  was  in  England  in 
the  first  half  of  the  eighteenth  century  that  the 
genre  became  so  popular,  an  expression  of  the 
contemporary  Englishman's  conviction  that  he- 
was  the  true  heir  of  the  ancient  Romans.  A 
superb  example  is  perhaps  the  outstanding  item 
in  the  exhibition;  described  merely  as  the 
Portrait  bust  of  an  artist,  it  has  not  yet  been 
possible  to  identify  cither  the  sitter  or  the 
sculptor,  but  the  work's  evident  quality  will  no 
doubt  stimulate  further  research. 

There  are  two  pairs  of  gilt  bronze  profile- 
portraits  of  royal  personages  that  prove  yet 
again  that  extreme  ugliness  knows  no  social 
boundaries,  and  a  terracotta  relief  by  Jacques 
Dumont  (1761-1844)  for  one  of  the  panels  on 
the  Arc  de  Trioniphe  du  Carousel  in  Paris  which 
combines  the  Neo-classical  authority  of 
Percier  and  Fontaine  with  the  vigour  of  Rude. 

Robyn  Denny 

7  March  -  23  April  1973 
Tate  Gallery, 
Millbank,  S.W.I 
Reviewed  by  georgina  Oliver 

Robyn  Denny's  art  is  perception  pun  While 
Conceptualism  uncovers  the  art-ma'  ng  pro- 
cess, Denny  strips  the  spectato  painting 
relationship  down  to  bare  essentials,  s.  ructuring 
it. 
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Communication  and  communion  arc  two- 
u  ay.  Like  a  mouse  in  a  maze,  the  onlooker  must 
work  for  his  reward.  He  must  leave  his  sword 
at  the  door,  rid  his  imagination  of  precon- 
ceived riches.  This  requires  time,  attention,  and 
a  total  way  of  looking.  Maybe  that  is  why 
Kobyn  Denny's  work  is  neither  entirely 
popular,  nor  entirely  'likeable'.  It  corners  the 
spectator  into  participation.  Objective  critical 
judgement  would  ruin  the  whole  thing.  Unless 
the  spectator  plays  the  game,  unless  he  enters 
'into  the  spirit  and  sensibility  of  the  work',  he 
reaps  nothing.  This  has,  of  course,  always  been 
true  to  a  degree,  but  with  Robyn  Denny  there 
is  no  way  out,  except  out. 

From  the  beginning,  Robyn  Denny  was 
fascinated  by  the  impact  of  graffiti  and  com- 
mercial typography.  At  the  Royal  College  of 
Art,  as  early  as  1957,  he  meticulously  produced 
a  thesis,  Language,  Symbol,  Image  -  An  Essay 
on  Communication.  Revolutionary  fire  burnt 
through  his  first  experiments  with  lettering,  - 
stencilled,  collaged,  obliterated.  As  with  the 
mosaic  series,  the  aim  was  to  reshuffle  com- 
munication. Through  deciphering  the  words 
semi-concealed  in  paintings  of  this  period,  the 
onlooker  performed  actions  integral  to  the 
artist's  future  compositions;  he  progressed  from 
one  perceptual  level  to  another,  from  fore- 
ground to  ground  and  back.  Like  the  so-called 
'doorway'  and  'threshold'  symbols  in  later 
abstract  canvases,  the  letters  acted  as  catalyst  to 
lure  the  spectator  in. 

In  1959  spectator/painting  interaction  was 
investigated  in  terms  of  an  exhibition  space. 
Denny,  Richard  Smith  and  Ralph  Rumney 
collaborated  in  a  joint-show  at  the  ICA  called 
'Place*.  Large  paintings  were  juxtaposed  on  the 
floor  as  in  labyrinth,  'so  that  the  spectator's 
movements  were  restricted  and  to  some  extent 
controlled'.  Ncavc  Brown's  superbly  conceived 
installation  for  the  current  exhibition  relives 

8.  Robyn  Denny.  Nowhere  1,  1968-70,  Acrylicon 
canvas,  64  X  47  inches.  James  Holloway 
Collection.  Tale  Gallery. 


this  experience,  to  an  extent,  on  a  greater  scale. 

At  the  time  of  'Situation'  held  at  the  RBA 
galleries  in  i960,  Robyn  Denny's  awareness  of 
what  he  was,  in  the  future,  to  describe  as  'the 
sort  of  physical  and  psychological  involvement 
that  stems  from  the  fact  of  the  painting  and 
spectator  occupying  the  same  space',  was 
deepening  and  being  expressed  more  subtlcly  as 
part  of  the  work's  'inner  morality'. 

Several  titles,  such  as  Drink  Me  (1965),  are 
taken  from  'Alice  in  Wonderland'.  If  the 
spectator  yields  to  the  uncertainties  of  percep- 
tual equilibrium,  and  follows  the  compositions' 
almost  architecturally  expressed  instructions 
Go-Between,  step-in,  step  on,  he  finds  himself 
breathed  into  the  paintings.  The  carpet  is  swept 
from  under  his  feet.  Spatial,  tonal  illusions, 
ambivalences,  draw  him  to  a  wonderous  land 
where,  like  Alice,  he  feels  that  anything  could 
happen  next.  Pursued  even  in  the  new  hori- 
zontal compositions,  this  profound  abstraction 
of  early  efforts  at  literal  communication  amounts 
to  a  formal  structuralization  of  perception.  In 
this  sense  its  significance  cannot  be  overstressed, 
but  is  the  physical  incentive  for  the  spectator  to 
take  part  strong  enough? 

Critic's  Choice 

6  March  -  30  March  1973 
Arthur  Tooth  &  Sons, 
3 1  Bruton  Street,  WiX  8ES 
Reviewed  by  peter  fuller 

Richard  Cork,  art  critic  of  the  London  Evening 
Standard  staged  and  selected  what  was  the  fourth 
Tooth's  Critic's  Choice  exhibition  since  the 
gallery  revived  the  series  in  1970.  Cork  handled 
the  event  meaningfully:  he  gave  it  a  significance 
and  coherence  which  was  entirely  lacking  from 
the  predominantly  whimsical  and  fragmented 
offerings  of  the  critics  who  preceded  him. 

His  catalogue  introduction,  'The  Critic 
Stripped  Bare  By  His  Artists,  Even?',  indicates 
that  this  was  not  fortuitous.  He  lucidly  explains 
the  context  of  regular  newspaper  art  reviewing 
and  quite  rightly  distinguishes  it  sharply  from 
what  he  considers  to  be  the  'enviable'  task  of  the 
irregular  critic,  who  can  select  the  tendencies 
with  which  he  will  involve  himself,  and  neglect 
the  others.  The  problem  with  the  previous 
exhibitions  in  this  series  has  been  that  those 
writers  chosen  have  simply  reflected  the 
necessary  eclecticism  and  ambivalence  of  their 
columns.  They  have  failed  to  use  the  show  as 
anything  other  than  a  shop  window  for  a 
gigantic  general  store  called  'Art'. 

But  Cork  decided  to  use  Tooth's  space  in 
quite  a  different  way.  He  selected  only  those 
artists  who  in  his  judgement  are  interested  in 
making  a  genuine  extension  of  the  format, 
language  and  context  of  art.  Of  course,  the 
ways  in  which  they  do  so  differ  significantly 
from  artist  to  artist,  and  some  are  producing 
work  which  is  far  more  significant  than  others. 
But  each  one  is  involved  in  a  process  of  ques- 
tioning the  very  framework  in  which  art 
activity,  since  the  Renaissance,  has  predomin- 
antly been  presented,  and  often,  explicitly  or  by 
implication,  the  sterile  economic  system  which 
has  hitherto  maintained  that  framework. 


9.  John  Hilliard.  Across  the  Park,  detail,  1972. 
Arthur  Tooth  and  Sons. 

For  the  most  part,  I  think  that  Cork  has 
selected  artists  who  really  are  doing  this  work, 
and  who,  if  such  grandiose  judgements  have 
any  value,  will  ultimately  be  assessed  historical- 
ly as  constituting  the  mainstream  developments 
of  their  time.  I  agree  with  the  cautious  and 
qualified  links  which  he  traces  between  the 
relevance  of  the  activities  in  which  they  are 
engaged,  and  those  undertaken  by  Duchamp  in 
the  earlier  years  of  this  century. 

The  artists  selected  were  Conrad  Atkinson, 
David  Dye,  Gilbert  and  George,  John  Hilliard, 
John  Latham,  Bob  Law,  Richard  Long,  Gerald 
Newman,  Nice  Style  and  John  Stezaker.  In 
most  instances,  the  nature  of  their  individual 
work  and  researches  is  sufficiently  well  known 
not  to  need  repetition  here.  Since  I  find  myself 
in  such  broad  agreement  with  the  principles  on 
which  Cork  chose  his  artists,  and  the  actual 
selections  he  made,  it  is  perhaps  of  interest  to 
indicate  where  I  dissent.  Occasionally,  in  the 
dynamic  and  dialectical  process  of  producing 
relevant  work  which  effects  not  just  what  we 
think  about  the  rest  of  contemporary  art,  but 
about  the  entire  tradition  in  relation  to  which 
it  was  created,  cul  de  sacs  and  delusional  systems 
are  thrown-up  in  place  of  meaningful  exten- 
sions and  investigations.  In  my  opinion,  the 
work  of  two  artists  who  deserve  this  criticism 
was  included  here.  They  are  Latham  and 
Stezaker:  if  one  becomes  closely  involved  with 
the  context  and  premises  of  their  work  (which 
is  required  to  make  anything  of  it)  one  is  left, 
in  the  end,  with  elaborate  obsessional  median- 
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isms  which  feed  off  themselves  and  nothing  else. 

But  the  work  of  Hilliard,  Law,  Long  and 
Newman  has  persistently  impressed  me  as 
ultimately  being  among  the  most  radical, 
challenging,  intelligent  and  purposefully  de- 
manding work  currently  being  produced  in 
Britain. 

David  Cox,  1783-1859 

Until  31  March  1973 
The  Wren  Gallery,  Blackheath,  and 
C.  P.  Stockbridge,  Cambridge. 
Reviewed  by  denis  thomas 

It  is  just  a  hundred  years  since  Neal  Solly's 
affectionate  Memoir  of  the  life  of  David  Cox 
was  published,  drawing  on  information  and 
reminiscences  still  fresh  in  the  minds  of  people 
who  knew  and  admired  him.  That  book 
remains  the  fullest  and  most  trustworthy 
account  of  Cox's  life  and  career.  A  modern 
collector  gets  from  it  a  strong  sense  of  Cox's 
inherently  likeable  character,  as  well  as  of  what 
delighted  his  painter's  eye.  Today,  too,  one 
marvels  at  Solly's  list  of  the  sort  of  prices  Cox's 
work  fetched  within  a  dozen  years  of  his  death. 
Though  in  our  own  times  it  is  largely  inflation- 
ary pressure  which  pushes  up  saleroom  prices, 
a  hundred  years  ago  people  were  paying  four 
or  five  times  today's  values  simply  for  the 
pleasure  of  owning  a  Cox. 

Not  for  many  years  have  collectors  been 
given  an  opportunity  to  choose  from  some  fifty 
examples,  as  on  the  occasion  of  Mr.  Paul 
Branson's  exhibition  at  Blackheath  and  Cam- 
bridge. Not  all  Cox's  periods  and  subjects 
could  be  represented  (there  were  no  Continen- 
tal or  figure  studies)  but  this  still  left  much  to 
enjoy.  Cox  at  his  most  lyrical  and  adventurous 
is  an  artist  to  turn  any  man's  heart.  Also,  now 
that  we  no  longer  make  fun  of  the  Victorians' 


10.  David  Cox.  Bolton  Park,  inscribed  and 
dated  September  4th  1844,  black  chalk,  27  X  19 
cm.  The  Wren  Gallery. 


sweet  tooth,  even  his  pot-boilers  can  be  enjoyed 
without  inverted  art-snobbery.  Pleasure  in  this 
exhibition  was  about  evenly  divided  between 
Cox  the  happy  practitioner  of  the  picturesque 
and  Cox  the  early  impressionist.  A  note  in  the 
admirable  catalogue  links  him  with  Turner  and 
Constable  in  this  respect:  what  he  achieved  in 
watcrcolour,  it  says,  'was  never  improved  on 
by  the  French'. 

Right  enough.  We  are  entitled  to  a  small 
glow  of  chauvinism  on  behalf  of  so  English  a 
painter  and  so  excellent  a  man. 

The  Compassionate  Camera 

22  February  -  25  March 
and  subsequent  tour 
Victoria  and  Albert  Museum, 
South  Kensington,  S.W.7 
Reviewed  by  marina  vaizey 

The  ability  of  the  apparently  dead-pan  photo- 
graph to  be  deeply  expressive,  not  only  of  the 
individuality  of  the  photographer,  but  of  a 
given  social  situation  seen  in  remarkably 
eloquent  and  moving  terms,  is  brilliantly 
demonstrated  in  the  first  exhibition  to  be  seen 
in  Europe  of  selected  photographs  from  the 
collection  of  prints  and  negatives  com- 
missioned by  President  Roosevelt's  New  Deal 
Farm  Security  Administration.  The  vast  wave 
of  dispossessed  and  migrant  farm-workers  was 
the  result  of  two  disasters  for  the  small  fanner. 
One  was  the  terrible  drought  of  [932-1936, 
which  resulted  in  the  'Dust  Bowl',  the  other  the 
technical  change-over  to  large  scale  farming, 
with  mechanical  means.  The  photographers  are 
Dorothea  Langc,  Walker  Evans,  Russell  Lee, 
Carl  Mydans,  Marion  Post  Wolcott,  Arthur 
Rothstein,  John  Vachon  and  Ben  Shahn. 
Walker  Evans  collaborated  with  James  Agce  in 
one  of  the  most  famous  books  of  photography 
and  text,  Let  Us  Noii>  Praise  Famous  Men ;  Carl 
Mydans  later  recorded  with  harrowing  distinc- 
tion the  events  of  another  kind  of  war,  the 
Second  World  War.  Ben  Shahn  (1X98-1969)  is, 
of  course,  considerably  better  known  as  one  of 
America's  most  illustrious  painters  and  print- 
makers,  and,  for  instance,  he  worked  as  that 
kind  of  artist  in  the  '30s  too.  He  was  a  man  with 
an  acute  social  conscience.  It  is  perhaps  worth 
quoting  Shahn's  remarks  on  his  FSA  work  as  a 
photographer:  'The  camera  people  ought  to 
photograph  the  obvious.  It's  never  been  done. 
That's  what  we  tried  to  do  for  .  .  .  the  FSA  .  .  . 
Of  course  we  had  a  special  job  of  selling  to  do  - 
helping  the  underprivileged.  Maybe  that's  why 
we  were  pretty  austere  about  our  job.  We  had 
only  one  purpose  -  a  moral  one,  I  suppose.  So 
we  decided:  no  angle  shots,  no  filters,  no 
mattes,  nothing  but  glossy  paper.  But  we  did 
get  a  lot  of  pictures  that  certainly  add  some- 
thing to  the  cultural  history  of  America.  We 
tried  to  present  the  ordinary  in  an  extraordinary 
manner  .  .  .  Now  it's  called  documentary  .  .  . 
We  just  took  pictures  that  cried  out  to  be  taken. 
When  you  spend  all  day  walking  around, 
looking,  looking,  looking  through  a  camera 
viewfinder,  you  get  an  idea  what  makes  a  good 
picture.  What  you're  really  doing  is  abstracting 
the  forms.'  And  Dorothea  Lange  has  described 


the  'inner  compulsion'  that  led  to  a  40  mile 
detour  to  go  down  to  a  migrant  p^-pickers 
camp  that  resulted  in  the  9  and 

harrowing  photo  of  The  Migrant  Moth  ■  vhicb 
led  to  almost  instant  relief  for  that  particular 
group  of  starving,  stranded  workers. 

The  individual  photographs  in  the  exhil 
were  the  product  of  among  other  things  an 
undeniable  and  passionate  commitment  to  their 
cause  by  the  photographers.  There  was  no 
voyeurism.  And  there  was  at  times  a  superb  and 
irresistible  use  of  irony,  as  in  the  photograph  of 
an  empty  road  in  empty  wasted  land  dominated 
by  the  vast  billboard  which  stated:  'World's 
Highest  Wages.  There's  No  Way  like  the 
American  Way'.  Drought  refugees,  Oklahoma 
sharecropper,  the  negro  evicted  sharecroppers, 
the  families  walking  to  California,  or  stranded 
in  automobiles  which  look  as  though  they 
might  just  be  held  together  with  safety  pins, 
living  in  derelict  cars,  it  is  all  there  in  these 
photographs,  along  with  the  photographs  of 
the  land  that  turned  on  the  people,  the  scenes  of 
abandoned  farms  and  eroded  land,  dust  storms 
burying  desolate  shacks.  It  was  poverty,  and  its 
accompanying  helplessness,  on  a  vast  scale,  and 
these  immortal  photographs  will,  one  hopes, 
ensure  that  we  will  not  forget.  Photographs  of 
nearly  forty  years  ago  may  also  help  to  remind 
us  that  in  other  ways  in  other  places  man-made 
and  natural  poverty  is  with  us  yet. 

The  Craftsman's  Art 

i  s  March  -  13  May  1973 
Victoria  and  Albert  Museum, 
South  Kensington,  S.W.7 
Reviewed  by  david  coombs 

This  is  the  first  major  public  venture  of  the 
newly  established  Crafts  Advisory  Committee: 
a  government  sponsored  body  with  sufficient 
means  to  actively  promote  the  interests  of 
British  artist  craftsmen.  In  many  ways  the 
conception  is  a  revolutionary  one.  On  the  one 
hand  it  shows  the  Government's  sensitivity  to  a 
long  felt  need,  and  on  the  other  it  should  help 
to  dispell  the  present  confusion  in  the  organisa- 
tion of  the  crafts  -  to  everyone's  benefit.  One 
further  augury  of  hope  for  the  success  of  the 
Committee  lies  in  the  calibre  of  its  Secretariat, 
composed  of  dedicated  and  highly  professional 
men  and  women. 

Included  among  the  400  or  more  exhibits 
there  arc  a  number  of  exceptional  works  of  art 
by  any  standards.  While  the  exhibition  gives  an 
overall  impression  of  great  glamour  and 
attractiveness,  the  sheer  panache  of  the  design 
tends  to  disguise  the  present  markedly  ambi- 
guous state  of  the  crafts  in  Britain.  The  problem 
is  partly  historical  and  partly  philosophical.  It 
arises  from  an  over-emphasis  of  the  importance 
of  handwork  in  the  crafts  at  the  expense  of  the 
craftsman's  intention  to  create  a  work  of  art. 
In  Mediaeval  or  Renaissance  times  the  pattern  of 
patronage  largely  ensured  that  the  greatest 
works  of  art  were  in  fact  produced  b .  crafts- 
men. Hopefully  the  formation  of  1  c  Crafts 
Advisory  Committee  will  stimula  e  a  new 
understanding  and  rediscovery  of  the  true  role 
of  the  artist  craftsman. 
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How  to  stop  Art  Thefts 

by  Shirley  Guiton. 

International  co-operation  between  Interpol  and  the  national 
police  forces  has  done  much  to  assist  the  recovery  of  art  thefts, 
however  more  stringent  precautions  are  needed  by  acquiring 
Museums  and  private  collectors. 

Sebastiano  Ricci  and  the  Marucelli 

by  Jeffery  Daniels. 

Ricci's  work  in  the  Palazzo  Fenzi  (Marucelli),  Florence, 
is  his  largest  and  most  complete  surviving  decorative  cycle. 

Silver  in  Exeter  Museum 

by  P.  M.  Inder. 

Exeter  has  a  long  association  with  goldsmiths  and  silversmiths, 
going  back  long  before  the  establishment  of  the  Assay  Office 
in  1701,  and  the  Museum  displays  a  fine  collection  of  local  work. 

Reynolds  and  the  Restoration  Portraits 

by  David  Mannings. 

This  July  sees  the  250th  anniversary  of  Reynolds'  birth  in  1723. 
David  Mannings  discusses  the  influence  that  Sir  Peter  Lely  and 
Sir  Godfrey  Kneller  had  on  Reynolds'  portraiture. 

The  Stained  Glass  of  Lavers  and  Barraud 

by  Martin  Harrison. 

After  1815  the  design  of  stained  glass  underwent  a  major  revival 
and  the  firm  of  Lavers  and  Barraud  were  strongly  supported 
by  the  Cambridge  Camden  Society,  chief  arbiters  of 
High  Church  taste  in  stained  glass. 

The  Arts  of  the  Ancient  Near  East  in  Detroit 

by  William  H.  Peck. 

The  Detroit  Institute  of  Arts  is  fortunate  in  that  its  collections, 
acquired  from  many  sources,  contain  a  number  of  objects  of 
known  provenance. 


COVER 

Eighteenth  century  mirror 

painted  behind  glass 

by  a  Chinese  artist 

in  a  contemporary  English 

carved  wooden  gilt  frame 

1760. 

Norman  Adams  Ltd., 

8-10  Hans  Road,  Knight sbridge , 

London,  swj. 


Our  contributors  in  this  June  issue  include : 
J.  F.  Hayward 

Formerly  of  the  Victoria  and  Albert  Museum,  London. 
Phillip  Johnston 

Fellow,  The  Henry  Francis  duPont  Winterthur  Museum,  Delaware. 
David  Mannings 

Department  of  the  History  of  Art,  University  of  Aberdeen. 
Pratapaditya  Pal 

Keeper  of  the  Indian  Collections,  Boston  Museum  of  Arts. 
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S.  FRANSES 


LOUIS  XV  GOBELIN  TAPESTRY 
LE  CHASSEUR  INDIEN 

10'  7"  high  x  12'  wide 
(323  cm  x  366  cm) 


71  Knightsbridge 
London,  SW1X  7RE 
Tel:  01  -235  1888 


This  Gobelins  tapestry  is  one  of  the  set,  Les  Nouvelles  Indes,  woven 
under  the  direction  of  Jacques  Neilson  from  designs  by  Francois 
Desportes  (1661-1743).  They  are  discussed  in  Jules  Guiffrey,  Histoire 
Generate  de  la  Tapisserie.  vol.  I,  Paris,  1878-85,  pi.  37;  Eugene  Muntz, 
A  Short  History  of  Tapestry  from  the  Earliest  Time  to  the  End  of  the  18th 
Century,  London,  1885,  p.  319,  fig.  82;  Maurice  Fenaille,  Etat  General 
des  Tapisseries  de  la  Manufacture  des  Gobelins  Depuis  Son  Origine 
Jusqu'a  Nos  Jours,  1600-1900,  vol.  IV,  Paris,  1907,  pp.  40  ff.;  Ludwig 
Baldass,  Die  Wiener  Gobelinssamlung,  Vienna,  1920,  pi.  251-254; 
Heinrich  Gobel,  Wandeppiche,  vol.  II,  Leipzig,  1928,  p.  147-148, 
frontispiece;  Phyllis  Ackerman,  Tapestry  the  Mirror  of  Civilizati  tn, 
New  York,  1933,  p.  279.  The  present  set  of  four  tapestries  is  r;  nost 
certainly  the  set  acquired  in  1768  by  the  Due  de  Noailles.  The  were 
brought  to  Newstead  Abbey,  Nottingham,  in  the  early  19th  cf  itury  by 
Colonel  T.  Wildman,  who  had  purchased  the  Abbey  from  his  friend  Lord 
Byron.  A  photograph  of  them  hanging  there  in  the  Duke  of  Sussex's 
Room  is  reproduced  in  Richard  Allen,  The  Home  and  Grave  of  Lord 
Byron.  London,  1874,  p.  22. 

The  remaining  tapestries  are: 

Le  Combat  des  Animaux  10'  7"  x  11  '  2" 

Les  Pecheurs  10'  7*  x  9'  10" 

Le  Chameau  10'  7"  x  9'  7" 


milno  Henderson 

112  clfton  hill  london  nw8  01-328217 


Japanese  prints. 
Chinese  andjapanese  paintings, 
early  oriental  ceramics.  - 


Rare  two- fold  Japanese  screen  depicting  a  Korean  vessel. 
Ink  and  colours  on  paper,  mounted  on  silvered  paper  of  the  period. 
Seventeenth  century. 
Fifty  five  by  fifty  eight  inches  overall. 


FINE  FURNITURE  &  SILVER 


JOHN  BELL  OF  ABERDEEN 

BRIDGE  STREET    ABERDEEN  ABi  2JN  IW% 


Telephone  0224  24828     Telegrams:  Antiques  Aberdeen 

LARGEST  COLLECTION  OF 
ANTIQUES  IN  SCOTLAND 


An  unusual  and  extremely  attractive 
Regency  Buffet  which  would  make  a 
small  Sideboard  or  Drinks  Cabinet. 
Length  4  feet,  Depth  at  centre  17  inches. 
Height  over  back  4  feet. 


A  fine  quality  small  Antique  inlaid  Sheraton  Mahogany 
bow  front  Sideboard  in  original  preservation. 
Length  4  feet  6  inches,  Depth  at  centre  22  inches. 
Height  36^  inches. 


A  set  of  six  singularly  attractive 
Antique  Chippendale  Mahogany 
ladder  back  single  chairs 
with  saddle  shaped  seats. 


A  very  unusual  Sheraton  mahogany  Bow 
front  combined  Chest  and  Cupboard. 
Length  38^  inches,  Depth  20|  inches. 
Height  36J  inches. 


A  lovely  inlaid  Sheraton  Mahogany  Pembroke  Table  on 

Pillar  and  Tripod  and  with  finely  cross  banded  top. 
When  the  leaves  are  raised  the  latter  measures  43  inches. 
Height  29|  inches. 


A  good  example  of  a  Sheraton 

Mahogany  Double  Corner 
Cupboard  with  astrag  doors 
above  and  panel  i  jors 
below.  Width  32  inch  ts,  Height 
6  feet  11 J  inches,  Depth  from 
back  to  front  at  each  side 
204  inches. 


WILDENSTEIN 
Loan  Exhibition 


FERDINAND  HOWALD 

Avant-Garde  Collector 

20th  Century  French  and  American  Paintings  from  The  Howald  Collection 
The  Columbus  Gallery  of  Fine  Arts,  Ohio 

20th  June -21st  July 

Admission  30p 
in  aid  of  The  National  Library  for  The  Blind 


147  NEW  BOND  STREET,  LONDON  Wl 
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JEREMY  LTD, 


[NEST  ENGLISH  AND  FRENCH  FURNITURE 


255  KING'S  ROAD,  CHELSEA,  LONDON,  S.W.3 

Cables:  jeremiq>;f.(  i.onoon,  s.w.3 
OPEN  ALL  DAY  SATURDAY 
Members  of  The  British  Antique  Dealers'  Association  Ltd. 


Telephone:  01-352  0644 
01-352  3127 


English:  first  quarter  of  the  19th  century: 
A  highly  important  pair  of  early  Regency  Period  Commode 
Cabinets  executed  in  figured  and  faded  Rosewood,  the  mouldings 
being  gilded,  the  cabinets  being  designed  in  the  manner  of 

Henry  Holland: 

Dimensions: 
Max  Height:  2'  10" 
Max  Width:  3'  z\" 
Max  Depth:  1'  2" 

see :  Regency  Furniture  by  Margaret  Jourdain :  page  63 :  fig.  10: 

page  60,  figs.  4  and  5. 

Careful  comparison  between  the  two  commodes  from  the 
collection  at  Southill  and  the  commode  from  Headfort  in 
Ireland,  the  three  of  which  Miss  Jourdain  illustrates  and  the  pair 
of  cabinets  here  displayed,  will  reveal  striking  similarities. 
Each  commode  is  executed  in  figured  Rosewood,  the 
mouldings  being  carved  wood  and  gilded  and  each  supported 
on  the  same  unusually  shaped  foot.  The  drawers  to  the  top  all 
retain  the  identical  ormolu  button  handles  and  are  all  panelled 

with  a  gilded  wood  moulding. 


Wc  would  take  this  opportunity  of  informing  our  patrons  that  WC  shall 
again  be  exhibiting  a  carefully  selected  collection  ot  English  and  French 
18th  century  furniture  and  works  of  art  at  the  Grosvcnor  House  Antique 
Dealers  Fair,  London  from  June  1  3-23rd  at  stand  no.  74. 


ONE  OF  THE  PAIR 


Howard 

8  Davies  Street,  Berkeley  Square,  London,  W.1 


A  Rare  and  Important  Burr  Walnut 
"kettle  base"  Bureau  Bookcase. 

The  Bureau  opens  to  reveal  a  shaped  fully  fitted  writing  area  with 
secret  compartments.  The  upper  part  having  two  candle  slides,  cont 
adjustable  walnut  faced  shelves  together  with  three  fitted  drawers. 
The  finely  moulded  cornice  and  mirror  frames  are  surmounted  by 
restrained  carved  decoration.  Circa  1750. 

Overall  height  7'  6"  Max.  width  3'  5"  Max.  Depth  2'. 

This  exceptional  example  of  fine  18th  Century  Furniture  is  of  partic 
interest  to  American  Connoisseurs. 

It  is  well  known  that  the  famous  Massachusettes  Cabinet  Makers  of 
New  England  derived  much  of  their  inspiration  from  contemporart 
Dutch  and  English  sources.  The  "kettle-base"  innovation  being 
particularly  desirable,  and  much  sought  after  today. 
This  superb  Walnut  Bureau  Bookcase  which  originated  in  Holland 
is  an  interesting  confirmation  of  this  and  a  comparison  for  outstand 
American  Antique  Furniture  of  the  same  Period. 


FINE  FURNITURE  •  PAINTINGS  • 


PORCELAIN  •  WORKS  OF  ART 


RICHARD  GREEN 


Jan  van  Os  (1744-1808) 
Signed 

Panel  35  x  28  inches 


FIMME  BCDOm 

4,Grosvenor  Street(near  New  Bond  St.)  London  W1X  9FA 
Tel: 01 -493  0526/01-748  3324 


Actual  sizes 


Fine  18ct  Gold  Georgian  Brooch/Pendant, 
set  with  Chrysolite  and  Turquoise. 
£495.    c.  1820 

Fine  18ct  Gold  Enamelled  Pendant 
set  with  Emeralds  and  a  Sapphire. 
£695    c.  1820 


LIAO  DYNASTY  907-1125  A.D. 


Wine  ewer:  molded  decoration  resembling  grapes  with 
vine-like  handle,  splash  glazed  in  green  and  ochre.  Height 
4  V," 


5/ 


7^ 

Oriental  Art 
754  Madison  Avenue  NY10021 
212-348-7497 


RUPERT  PRESTON  GALLERY 

17  King  Street,  St.  James's,  London,  S.W.I 
(Tel.  01-930  1794) 

Exhibiting  at  the 
Grosvenor  House 
Antiques  Fair 
STAND  65 


ABRAHAM  STORCK 
1644  -  Amsterdam  -  1710 

Signed  &  Dated  1677 
Canvas  size :  28  x  34  ins. 
Frame  size:  32  x  37i  ins. 

SPECIALISTS  IN  EARLY  MARINE  PAINTINGS 
AND  WATERCOLOURS. 
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Until  June  28 


'S 


N.  R.  OMELL 

18th  &  19th  CENTURY  PAINTINGS 


6  DUKE  STREET,  ST.  JAMES'S,  LONDON,  S.W.i.  01-839  622 
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S.  MARCHANT  and  Son 

CHINESE  and  JAPANESE  Works  of  Art 


A  GREEN-GLAZED  POTTERY  MODEL  OF  A  STOVE 
with  silvery  iridescence,  9|"  long  x  6|"  wide  x  6"  high 
Han  Dynasty  206  B.C.  -  A.D.  220. 
**  Another  model  of  a  stove,  also  moulded  with  fish 
and  utensils,  is  illustrated  by  B.  Laufer,  "Chinese 
Pottery  of  the  Han  Dynasty"  pi.  XVIII;  see  also 
"Sekai  Toji  Zenshu",  vol.  8,  fig.  275;  and  Heibonsha 
Series,  vol.  9,  pi.  41. 


120  KENSINGTON  CHURCH  STREET,  LONDON,  W8  4BH 

CABLES:  MARCHANSON  LONDON  W8   TEL:  01-229  5319 


WW 

GALERIE  GEORGE 

96-98  GEORGE  STREET  LONDON  WiH  5RI 
Telephone  01-935  3322 
Fine  Art  -  Antiques  -  Objet  d'art 


Exhibition  of 
Seascapes 

Special  Summer  Exhibition 
June  19th  -  July  6th 

Outstanding  collection  of 
seascapes  in  oil  and  watercolour 
by  important  artists  of  the 
19th  century. 

Moderate  prices  for  sound 
investment. 


Open : 

Mon.  -  Fri.  10  a.m.  -  6  p.m. 
Thurs.  10  a.m. -7  p.m. 


The  specialist  Auctioneers  for  Militaria,  Arms  and  Armour 


This  fine  cased  pair  of  French  40-bore  percussion  duelling  pistols  by  Gastmne-Renene  of 
Paris,  sold  for  a  record  auction  price  of  £2.000  at  the  May  1 973  sale.  This  is  one  example  of  the 
many  thousands  of  rare  and  interesting  items  of  arms.  ^,  ^ 

armour  and  militana  sold  annually  through  our  salerooms.  mERN^TI0^fiLY  yoMS 


Wallis  &  Wallis  have  an  international 
reputation  as  leading  British  specialist 
auctioneers  of  Arms  and  Armour.  Nine 
3-day  sales  are  held  yearly  -  each  well 
attended  by  buyers  representing  the 
world's  most  active  collectors  and 
museums.  Write  for  a  specimen  copy 
of  the  Wallis  &  Wallis  catalogue 
containing  1,000  -  1500  carefully 
detailed  items,  'prices  realised'  list  of 
the  previous  sale,  supplement  contain- 
ing many  pages  of  illustrations  and  a 
postal  bidding  form.  Price,  single 
copies  £1 .00  each,  annual  subscription 
(nine  issues  a  year)  £5.00  post  free, 
airmail  extra. 

FUTURE  SALES 
1973 

30th  31st  July  and  1st  August 
10th  11th  12th  September 


Viewing  on  the  Friday  and  Saturday 
prior  to  the  sale  dates. 


WALLIS  &WALLIS 

210  HIGH  STREET  -  LEWES  SUSSEX 

Telephone  LEWES  079-16- 3137(3 lines)  Telegrams  'Wa/lauct  Lewes' 
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A  remarkable  Viennese  table  ornament  in  Renaissance  taste,  formed  as  an  exotic  castle,  of  silver-gilt  inlaid  with  cornelian  and  lapis 
lazuli,  and  decorated  with  baroque  pearls  and  enamelling.  Approximately  i8£  inches  (46  cms)  high  overall,  date  circa  1850. 


Until  June  30th,  1973 


Exhibition  of  Dutch 
and  Flemish  paintings 

Catalogues  £1.00,  U.S.A.  $7  post  free 


J 


JAN  BRUEGHEL  I  (de  Velours)  (1 568-1625) 

Travellers  Meeting 

Panel:  9}  x  14i  ins.  (24.9  x  36.6  cms.) 


Jan  van  Kessel 
Jan  Brueghel  II 
Frans  Pourbus  I 
Gerrit  Heda 
Jacob  Gerritz  Cuyp 
Peter  Neefs  II 
Jan  Wynants 
Abraham  Bisschop 
Isaac  van  Ruisdael 
Hendrick  van  Steenwyck 
Johannes  Konig 
Nicolas  Maes 
Jan  Brueghel  I 


Adam  Willaerts 
Daniel  Seghers 
Martin  Ryckaert 
Sebastian  Vrancx 
Benjamin  Cuyp 
David  Teniers 
Andries  van  Eertvelt 
Cornelis  Bega 
Jan  Miense  Molenaer 
Lodewyck  de  Vadder 
Bonaventura  Peeters 
Hendrick  Dubbels 
Peter  Gysels 


Monday-Friday  10-5.30.  Saturdays  10-1 


BRIAN  KOETSER  GALLERY 


38  Duke  Street 

St.  James's,  London  S.W.i 

Tel:  01-930  6309 


Until  June  30th,  1973 


Exhibition  of  Dutch 
and  Flemish  paintings 


Catalogues  £1.00,  U.S.A.  $7  post  free 


JACOB  GERRITSZ  CUYP  (1594.-c.1651) 
A  Young  Girl  with  her  Pet  Dog 
Canvas:  41  x  29J  ins.  (104.5  x  75.5  cms.) 


BRIAN  KOETSER  GALLERY 


Monday-Friday  10-5.30.  Saturdays  10-1 


38  Duke  Street 

St.  James's,  London  S.W.i 

lcl:  01-970  6309 


Until  June  30th,  1973 


Exhibition  of  Dutch 
and  Flemish  paintings 

Catalogues  £1.00,  U.S.A.  $7  post  free 


MARTYN  RYCKAERT  (1587-163 1) 

A  Mountain  Landscape 

Copper:  5i  x  6J  ins.  (13.3  x  16.5  cms.) 


Jan  van  Kessel 
Jan  Brueghel  II 
Frans  Pourbus  I 
Gerrit  Heda 
Jacob  Gerritz  Cuyp 
Peter  Neefs  II 
Jan  Wynants 
Abraham  Bisschop 
Isaac  van  Ruisdael 
Hendrick  van  Steenwyck 
Johannes  Konig 
Nicolas  Maes 
Jan  Brueghel  I 


Adam  Willaerts 
Daniel  Seghers 
Martin  Ryckaert 
Sebastian  Vrancx 
Benjamin  Cuyp 
David  Teniers 
Andries  van  Eertvelt 
Cornelis  Bega 
Jan  Miense  Molenaer 
Lodewyck  de  Vadder 
Bonaventura  Peeters 
Hendrick  Dubbels 
Peter  Gvsels 


Monday-Friday  10-5.30.  Saturdays  10-1 


BRIAN  KOETSER  GALLERY 


38  Duke  Street 

St.  James's,  London  S.W.i 

Tel:  01-930  6309 


Until  June  30th,  1973 


Exhibition  of  Dutch 
and  Flemish  paintings 


Catalogues  £1.00,  U.S.A.  $7  post  free 


NICOLAS  MAES  (1634-1693) 

The  Wife  of  Jan  Van  Royen 

Panel:  28  x  23*  ins.  (70  x  59.7  cms.) 
Signed:  N.  Maes.  1663 


Monday-Friday  10-5.30.  Saturdays  10-1 


BRIAN  KOETSER  GALLERY 


38  Duke  Street 

St.  James's,  London  S.W.i 

Tel:  01-930  6309 


Herner  FFengraf 


HENRI-HORACE  ROLAND  de  la  PORTE 
1724  -  Paris  - 1793 

Canvas  1 4|  x  1  8  inches  (37.5  x  45.7  cm) 


Quarterly  catalogue  available 


Old  Masters  Galleries  Ltd 
62  South  Audley  Street 
Mayfair,  London  W1Y5FB 
Telephone:  01 -629  0223 
Telegrams:  Oldgall  London  W1 


mtfreti 

Jlare  porcelain 


Two  views  of  a  superb 
EARLY  WORCESTER 
BOWL  inspired  by  a 
Chinese  K'ang 
Hsi  original. 
Diameter  9i  inches. 
Circa  1752. 


The  quality  and 
condition  of  this 
remarkable  bowl  are 
quite  exceptional  - 
a  triumph  of  potting, 
glazing  and  enamelling 
at  such  an  early  stage 
in  the  Worcester 
factory's  history. 


3  Bury  Street 
St.  James's 

London  S.W.1 . 
01  -930  4732/0729 


Stand  58  Grosvenor  House  Fair 


38  South  Street 
Eastbourne 

Sussex 
0323  30780  &  2881 3 


(Tie  massive  and  ever-changing  stocks  of  fine  antique  furniture  at  Durwards  Hall  are,  in  themselves,  a  permanent 
ques  fair  which  is  open  to  dealers  only  throughout  the  year.  Top  quality  goods  in  showroom  condition.  Durwards 
Hi  il  is  on  the  main  A12  road  from  Europe  and  a  mere  fifty  minutes  from  London  by  rail.  Trains  are  met  at  Witham 
station  by  prior  arrangement  and  we  shall  be  pleased  to  help  dealers  with  their  travel  arrangements. 

DURWARDS  HALL  .  KELVEDON  .  ESSEX  .  ENGLAND 
Telephone  KELVEDON  234 
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Cables:  Tillweights, 

London.  S.W.I 
Telex:  916151  UK 


ALAN  TILLMAN 

(ANTIQUES) 

Antique  Glass  and  Paperweights 


9  Halkin  Arcade, 
Motcomb  St., 
London,  S.W.I. 
Tel:  01-235  82.35 


m 
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AN  IMPORTANT  PAIR  OF  FLEMISH  CANDELABRA,  CIRCA  1780. 
To  be  exhibited  at  the  Grosvenor  House  Antiques  Fair.  Stand  No.  2 


CHELSEA  PORCELAIN 


D.  M.  fcr  P 


MANHE1M 


A  rare  figure  of  a  Bun-seller. 
Brilliantly  coloured  -  blue-green 
cloak,  rose  coat  and  blue  breeches. 
Gold  Anchor  marked.  8£"  high. 
Circa  1765. 

Elegant  vase,  finely  painted  with 
a  large  bouquet  and  sprigs  of 
colourful  English  garden  flowers. 
Red  Anchor  marked.  9"  high. 
Circa  1755. 

EXHIBITING  AT  THE 
GROSVENOR  HOUSE 
ANTIQUES  FAIR 
STAND  NO.  62. 


 .     (Snzi-rn^i  _____ 

Membn  0/  Tht  British  Antique  Dealers'  Asiocialion  Lid. 

Proprietor :  Peter  Manheim 

Open  by  Appointment 


69  UPPER  BERKELEY  STREET 
PORTMAIM  SQUARE 
LONDON,  W1H  7DH. 

Telephone:  01  -723  6595 


Inland  Telegrams: 
Vivantique  London  W.1. 


Cable  Address: 
Vivantique  London  W  1 . 


the  artist:  George  Inness 


ARTIST:  George  Inness 
1825-1894 

TITLE:  Landscape 

SIZE:  11Vzx  17V2-NS 
Signed  lower  right: 
G.  Inness  1878 

ILLUS.:  City  Art 
Museum  Bulletin 
(1957) 

RECORDED:  The 
Works  of  George 
Inness"  by  LeRoy 
Ireland  #844 


the  gallery:  Meredith  Long  &  Company 

The  Southwest's  largest  dealer  in  fine  19th  &  20th  century  American  paintings! 
Three  locations  in  Texas:  2323  San  Felipe  &  The  Galleria  in  Houston,  Key  Allegro  Isle  in  Rockport. 
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MALCOLM  FRANKLIN 

INCORPORATED 


A  very  fine  George  1 1  Mahogany 
Bureau  Bookcase  on  carved  claw  and 
ball  feet  with  broken  arch  pediment, 
original  handles  and  mirrored  doors 
Dating  circa  1745 
From  London 


This  piece  is  attributed  to  Giles 
Grendey,  working  in  London  from  1729 
on.  The  piece  is  illustrated  in 
English  Furniture  1550-1760  by 
Geoffrey  Wills,  published  in  1971 


126  EAST  DELAWAKI  PLACE,     CHICAGO,  ILL.  60611     Telephone:  (312)  337-0202 


27Bruton 

Street  

A  new  world 
of  beautiful 
things. 


A  distinguished  marquetry  longcasc  clock  of  superb 
quality  and  condition,  by  riciiard  Browne,  London 
circa  1685. 

Richard  Browne  was  a  Freeman  of  the  Clockmakcrs 
Company  1675  -  1690. 

Algernon  Asprcy  Limited 
27  Bruton  Street  •  London  Wi  •  01-629  2608 


PAUL  NASH 

The  Master  of  the  Image  1889—1946 
MARGOT  EATES 

Foreword  by  C.  Day  Lewis 

A  full-scale  study  of  Paul  Nash's  life  and  work  which  traces 
his  artistic  development  in  relation  to  his  background  and 
personality.  The  appendix  contains  a  chronology  covering 
over  a  thousand  of  his  recorded  paintings  and  drawings. 

with  12  illustrations,  igj  plates  24  of  these  in  colour  £6  net 


John  Murray 


When  in  Montreal 
Visit:  Dominion  Gallery 

THE  DOMINION  GALLERY  WITH  Rodin's  "Burgher  of  Calais"  and  Henry  Moore's 
"Upright  Motive"  in  front  of  its  buildings  has  17  rooms  on  4  floors 


SCULPTURES 

ARCHIPENKO 
**ARP 
♦BARELIER 
BUGATTI 
♦♦CESAR 
*CHADWICK 
"COUTURIER 
♦♦ETROG 
**FARKAS 
♦♦FAZZINI 
GARGALLO 
♦GRECO 
HAJDU 
HAJEK 
♦KENNEDY 
♦♦MAILLOL 


BY 

♦MARINI 
♦♦MATTHEWS 

MEUNIER 
♦♦MINGUZZI 
♦MIRKO 
♦♦MOORE 
♦♦NEGRI 
♦PAOLOZZI 
REDER 
♦♦RODIN 
♦♦ROUSSIL 
♦♦SCHLEEH 
♦SCHRECK 
SUZOR-COTE 
♦♦WINANT 
ZADKINE 


JAN  VAN  OS 
1744-1808 
"FLOWER 
PIECE" 
OIL  ON 
PANEL, 
31  x  22} 
inches. 


PAINTINGS 

AIZPIRI 
BAUER 

BELLOWS.  A.  F 

BEZOMBES 

BOSBOOM 

BOSCH 

BREANSKI,  DE 

BRIANCHON 

BROWN,  M. 

CAFFI 

CAMERON 

♦♦CAMPIGLI 
CARR 

♦♦CASSINARI 
CHAPELAIN- 
MIDY 


BY: 


DERAIN 
DUFY 

♦EDZARD 
FANTIN-LAT. 
FEDERICO 
FOUJITA 
♦♦FREIMAN,  L. 
♦♦GALL 

♦GOMERY 
GUILLEMET 
HALS,  DIRK 
HARPIGNIES 
HEEM,  J.  D.  DE 
HITCHENS 

♦KREIGHOFF 
LAVERY 


LEPINE 

LUNY,  W. 
♦♦MAHDY 

MANE-KATZ 
♦♦MANZU 
♦♦MARINI 

MARCHAND 

MARLOW,  W. 

MARTIN-FER. 
♦♦MATHIEU 

MOMPER,  F.  DE 

MONTICELLI 
♦MORRICE 


NETCHER,  C. 

OS,  JAN  VAN 
♦♦OUDOT 

RIOPELLE 

TERECHKOVITCH 

THARRATS 

UNTERBERGER 
♦♦VILALLONGA 

VICKERS 

WALTERS.  G.  S. 

WAROQUIER 

ZADKINE 

and  400  others 


"More  than  ten  works 


Great  European  Artists 
19th  and  20th  Century 

Old  Masters 
185  Canadian  Artists 


♦More  than  five  works 


CANADA'S  LARGEST  SELECTION 
OF  FINE  PAINTINGS  AND  SCULPTURE 


IN  CANADA'S  LARGEST  ART-DEALER  GALLERY 
1438  Sherbroofce  West  Montreal 
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VALUATIONS 


TEMPLE 
WILLIAMS 


LIMITED 


ANTIQUES 


WORKSOF  ART 


HAUNCH  OF  VENISON  YARD  ■  BROOK  STREET  ■  LONDON  W  i 


MEMBER  OF  THE  BRITISH  ANTIQUE  DEALERS  ASSOCIATION 
OI-629  i486 — 24-HOUR  TELSTOR  TELEPHONE  SERVICE 


A  VERY  FINE  REGENCY  ROSEWOOD  CIRCULAR  TABLE 


STAND  63 
GROSVENOR  HOUSE 
ANTIQUE  DEALERS  FAIR 


of  good  colour;  the  metal  work  oi  exceptional  quality. 
4ft  61ns  diameter 


tel:  01-629  i486 

24-HOUR  TELSTOR 
TELEPHONE  SERVICE 


Members  of  The  British  Antique  Dealers'  Association 


LIMITED 


Works  of  Art 


Expert  Restoration  of  Antiques 


Period  Furniture 


"be 


A  George  I  walnut  and  yew  wood  chest  of  drawers 
having  carved  canted  corners  with  Greek 
Key  motif  on  ogee  feet. 
2'  8"  wide  -  1  8"  deep  -  2  6  tall 


Exhibiting  at  the  Grosvenor  House  Antiques  Fair, 
Stand  No.  67 


Telephone:  01-235  1813/14 


45  SLOANE  STREET  LONDON  S.W.1 


Cables:  DENYSANT  LONDON  S.W.1 


Philip  &  Bernard  DOMBEY 


174  Kensington  Church  Street 
London  W8 
01-229  7100 


A  large  French  Quarter 
repeating  musical  organ 
bracket  clock  and  the 
bracket  in  the  Louis  XV 
style  striking  on  two 
bells  each  quarter  hour 
with  original  verge 
escapement.  The 
cartouche-shaped  case 
lacquered  to  simulate 
red  tortoiseshell,  with 
an  organ  mechanism  of 
fifteen  pipes. 
(Circa  1750) 
Overall  Height  65" 


Illustrated  and  priced 
catalogue  showing 
magnificent  selection 
of  Buhl,  tortoiseshell, 
ormolu,  marble, 
enamel  and  porcelain 
clocks  in  colour  on 
loan  free  of  charge. 
Deposit  required 
£10  ($24.00) 
which  will  be 
refunded  when 
catalogue  is  returned. 


DOLLS 

THE  WIDE  WORLD  OVER 

MANFRED  BACHMANN  &  CLAUS  HAIMSMANN 

A  beautifully  illustrated  profile  of  the  eventful 
history  and  development  of  the  doll  showing  how 
different  types  of  dolls  have  always  mirrored  the 

realities  of  the  society  from  which  they  spring 

£5.50/over  250  colour,  black  &  white  &  line  illustrations 


Harrap  |f§)  Books 
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This  year  marks  the  seventy-fifth 
anniversary  of  the  death  of  Lewis  Carroll.  To 
commemorate  the  occasion,  the  Imperial  Silver 
Company  announces  the  issue  of  the  Alice 
Salver  in  three  numbered  and  limited  editions : 
in  sterling  silver  (edition  of  1500),  pure  gold  on 
sterling  (900)  and  in  18  carat  gold  (100). 

Macmillans,  publishers  of  the  first  editions 
of  both  Alice  books,  have  kindly  allowed  us 
access  to  their  illustration  plates.  Thus  our 
silversmiths  have  been  able  to  capture  the 
beauty  of  Sir  John  Tenniel's  original  drawings 
in  etching  onto  precious  metals. 

Each  salver  is  individually  numbered  on  the 
reverse  side,  and  each  is  hallmarked  by  the 
Assay  Office.  The  Alice  Salver  is  accompanied 
by  a  handsome  display  case,  and  a  certificate 
bearing  the  subscriber's  name  and  edition 
number. 

This  issue  is  of  special  interest  to  collectors, 
and  to  those  who  invest  in  fine  art  in  precious 
metals.  In  addition,  the  Alice  Salver  makes  an 
ideal  christening  or  birthday  gift  for  a  favourite 
child.  Prices  are:  for  each  salver  in  the  sterling 
silver  edition,  £55.  In  gold  on  sterling,  £105.  In 
18  carat  gold,  £1,050. 


Subscribers  are  asked  to  order  as  soon  as 
possible  to  avoid  disappointment. 

I  (elivery  in  45  days  from  r  eceipl  of  order.  Moneys  received  after  the 
editions  have  been  fully  subscribed  will  be  refunded  immediately.  Prices 
include  VAT.  postage,  display  case  and  certificate.  The  Mice  Salver  may  be 
viewed  at  the  showroom  of  Koherts  and  Dure,  in  II  at  ton  <  iarden. 


The  Alice  Salver 

Imperial  Silver  Company 
:i:S  Southampton  Street,  London  WC2 

Please  register  my  application  for  the  Alice  Salver. 
I  enclose  my  cheque  in  full  payment  for 

]  Salver(s)  in  the  Sterling  Silver  edition  at  £55  each 

]  Salver(s)  in  the  Gold  on  Sterling  edition  at  £105  each 

Q  Salver(s)  in  the  18-carat  Gold  edition  at  £1,050  each 

Name  

(Capitals  please) 

Address   


Signature  

Imperial  Silver  Company  is  a  trading  name  of  Shepperton 
Marketing  Ltd.,  registered  in  the  U.K.  number  917263. 
Telephone:  01-930  0272 


ONE    OF    THE    LARGEST  STOCKS 
OF    ORIENTAL  ANTIQUES 
OUTSIDE    THE  ORIENT 


Chinese  black  lacquer  on  wood  sideboard  36" 
high,  49"  wide  and  16"  deep  with  the  original 
inserts  of  stone  and  ivory  circa  1845 

Five  piece  Chinese  Altar  set  of  pewter  16"  high 
circa  1890 


Wholesale  &  Retail 


MANDARIN 
ANTIQUES 


812  West  Pine  Street,  Farmville,  N.C.  27828    Tel.  919-753-3324 
Daily:  9:30-5:30  •  Sunday:  By  Appointment 


SELECTION  OF 
ANTIQUE  FAIENCE 
AND  PORCELAIN 


NICOLIER 

7,  Ouai  Voltaire 
75007  PARIS 
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W.  H.  WILLSON  LTD. 

Fine  Antique  Silver 


A  rare  Charles  II  Sweetmeat  Casket 
London  1676,  maker  BB  crescent  below 
Length  8  inches,  Weight  21  ozs  12  dwts. 


Grosvenor  House  Antiques  Fair  stand  No.  43 

15  King  Street,  St.  James's,  London  SW1Y  6QU 
Telephone  01-930  6163 


Canvas  size 
32" x  48" 


Outside  frame 

40"  x  56" 


"Venetian  Fruit  Seller" 
SirWm.  Q.  Orchardson,  R.A.,  R.S.A. 
1 832-1 91 0 


FREDERICK  THOM  GALLERIES 

194  Bloor  Street  West 
(just  west  of  Park  Plaza  Hotel) 
Toronto  181,  Canada 

Telephone:  921-3522 
Area  Code:  416 


When  in  Toronto, 
visit  our  extensive  galleries. 
Specializing  in  nineteenth- 
century  paintings  by 
recorded  artists. 


Including  works  by: 

H.  Andrews,  D.  A.  C.  Artz,  Ladislaus  Bakalowicz,  S.  W.  Bakalowicz, 
C.  T.  Bale.Berne  Bellecour,  B.J.  Blommers,  Rosa  Bonheur, 
C.  E.  Boutibonne,  Fabius  Brest,  Edgar  Bundy,  Alexander  Cabanel, 
Jan  van  Chelminski,  Ivan  F.  Choultse,  T.  Sidney  Cooper,  R.A., 
William  Cresswell,  J.  H.  De  Haas,  Bernard  de  Hoog,  Ed.  Debat-Ponsan, 
Edouard  Detaille,  Jules  Dupre,  T.  E.  Duverger,  Dietz  Edzard, 
Rudolph  Ernst,  William  Etty,  R.A.,  Thos.  Faed,  R.A.,  Edouard  Frere, 
Frederick  Goodall,  A.  M.  Gorter,  Paul  Grolleron,  J.  J.  Henner, 
Joseph  Highmore,  J.  J.  Hill,  Thomas  Hudson,  R.A.,  Victor  Huguet, 
Chas.  Hunt,  F.  H.  Kaemmerer,  Sir  Godfrey  Kneller,  Jean  Lazerges, 
F.  van  Leemputten,  R.  Lefervre,  A.  A.  Lesrel,  Henri  LeSur,  E.  van  Marke, 
V.  M.  Milton,  Franz  Moormans,  Albert  Neuhuys,  Erskine  Nicol,  R.A., 
Sir  W.  Q.  Orchardson,  R.A.,  William  Owen,  John  Pettie,  R.A., 
A.  E.  Plassan,  A.  Provis,  J.  B.  Pyne.Leon  Richet,  Ferdinand  Roybet, 
J.  Scherrewitz,  Felix  Schlesinger,  Sir  H.  H.  Stanton,  MaxTodt, 
A.  Toulmouche,  Frans  Verhas,  Felix  Ziem,  and  others. 


Pictured  in  centre  is  a  Rockingham  cottage  with  hexagonal  base 
Size:  oj"  high,  6"  base 
Circa:  IS  10-30 

Flanking  it  are  two  interesting  Staffordshire  cottages 


CHARLES  &  ANN  BAUMANN 
449  Westminster  Avenue, 
Elizabeth,  N.  J.  07208. 

212-SA  2-6586  (weekdays) 

20 1 -EL  4-0535  (  weekends  and  evenings) 


C.R.FEtlTOn  &  C0.LTD 


SHIPPING 
and 

FORWARDING 
AGENTS 


Telephone:  01  -637  481 1 

Telegrams:  Fentocomp 
Wesdo  London 

Warehouses:  Beachy  Road, 
Old  Ford,  London,  E.3 


PACKING 
SHIPPING 
AIR  FREIGHT 
CONTAIN  ERISATION 
INSURANCE 

ANTIQUES,  FURNITURE,  CHINA, 
GLASS,  OBJETS  d'ART,  PICTURES, 
OVERSEAS  REMOVALS 


25-27  BERNERS  ST.,  LONDON  W1 P 4JT 

LIVERPOOL  PARIS  NEW  YORK 

GLASGOW  SOUTHAMPTON 
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laisher. 


and 

Limited 


ash 


Lowndes  Lodge,  Cadogan  Place,  London  SWi 
Tel.  01-235  2285 


'A  small  rare  inlaid  Regency  Mahogany  Bookcase 
of  the  finest  quality  embellished  with  ebonized 
carvings  of  the  Athenian  Owl  and  Achilles  staff" 

Heighten"  Width  57*"  Depth  1  oh" 


Exhibiting  at  the  Grosvenor  House  Antiques  Fair,  Stand  50. 


TDKNOM/ THOSE  HANDS 
ANYWHERE 
BUT  THE  NAME..?" 

Pitt  and  Scott. 
Probably  the  best  known  hands  in  the  trade 
for  the  reliable  packing  and  shipping  of  antiques. 
Whether  it's  furniture,  paintings,  porcelain, 
china  or  glass,  you  can  trust  Pitt  and  Scott  to 
get  it  anywhere  in  the  world — in  one  piece. 
But  at  this  year's  Grosvenor  House  Antiques 
Fair  these  aren't  the  only  hands  on  our  stand. 
There's  the  pair  here  and  23  others — all 
taken  from  famous  paintings. 
And  the  first  entry  drawn  out  of  the  box  that  tells 
us  whose  hands  they  are  and  who  painted  them 
wins  a  beautifully  packed  case  of  champagne. 

  m±m 

So  make  sure  you  see  us 

on  Stand  25 
at  the  Grosvenor  House 

Antiques  Fair 


M  SAFE  HANDS 


P|TT&^ 

SCOTT  LTD 

Eden  Grove.  London  N7  8ED 
Tel :  01  -607  7321 

ANTIQUES  SHIPPED  ANYWHERE  -  IN  SAFE  HANDS 


Two  indispensable  titles  for  the  collector 

HISTORY  OF 

OLD  SHEFFIELD  PLATE 

by  Frederick  Bradbury,  F.S.A. 

This  book  is  the  most  authoritative  work  on  Old  Sheffield  Plate, 
being  the  most  complete  and  expert  account  of  the  subject.  It  con- 
tains several  hundred  illustrations  and  is  an  exact  reprint  of  the 
original  1912  edition. 

U.K.  PRICE:  £10.95  Per  coPy  inc.  post  and  packing. 
Also  BRADBURY.'S 


GUIDE  TO 
MARKS  OF  ORIGIN 

ON  BRITISH  &  IRISH  SILVER  PLATE 
FROM  MID  16th  CENTURY. 

First  published  in  1927,  this  pocket-book  is 
constantly  brought  up-to-date,  revised  and 
corrected  in  the  light  of  continuing  research. 


U.K.  PRICE:  sSp  (paper);  £1.60  (leather),  inc.  p.  &  p. 

Both  these  books  available  from 

J.  W.  NORTHEND  LTD., 

49  WEST  STREET.  SHEFFIELD,  Si  3SH 

or  any  bookseller 


DON  POLLAND  —  "Coffee  Time" 

Limited  edition  of  50  pieces  in  bronze 
4"  high,  4}"  x  5i"  base  Price  $1,200 


DOS'  POLLAXD  sculpting  in  fine  miniature,  portrays  "The  West" 
and  nature's  wild  life  in  bronze.  His  work  is  fresh  and  delicate.  Each  sculpt 
is  titled,  signed,  dated  and  certified.  Of  the  collection  of  jo  sculpts,  to 
editions  have  been  completely  sold  out. 

Pollaud  collection  on  exhibit  at:  C.  M.  Russell  Museum,  Great  Falls, 
Montana  -  and  -  Buffalo  Bill  Historical  Center,  Cody,  Wyoming. 

JAMES  L.  MENDLIK 

6805  CRANBROOK  DRIVE  •  B RECKS VILLE,  OHIO  44141 
Telephone:  216  526-5666  By  appointment  only 

Dealer  of  Western  Art  ■  Bronzes,  Paintings  ■  Illustrated  catalog  $J 
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DELOMOSNE  AND  SON  LIMITED 


A  fine  Porcelain  Plaque  painted  with  garden  flowers  by  Edwin  Steele. 
Signed  by  the  artist  and  dated  1832. 
Porcelain  size:  12 J  by  9|  ins. 

GROSVENOR  HOUSE  ANTIQUES  FAIR 


A) 


Stand  No.  41 

4  Campden  Hill  Road 
Kensington,  London  W.8 

CABLEGRAMS:  DELOMOSNE,  LONDON  W.8.  TELEPHONE:  01  -937  1804 
MEMBERS  OF  THE  BRITISH  ANTIQUE  DEALERS'  ASSOCIATION 
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ALBERT  AMOR 

LIMITED 

37  BURY  STREET 
.•    ST.  JAMES'S,  S.W.I 

TELEPHONE:  01-930  2444 
TELEGRAMS:  AMORIFER  LONDON 


A  Superb 

WORCESTER  DISH  from  the 
Duke  of  Gloucester  Service,  brilliantly 
painted  in  enamel  colours.  Circa  1775 
Gilt  crescent  mark. 


EXHIBITION  of 
FIRST  PERIOD  WORCESTER  PORCELAIN 

7th  -  28th  June,  1973    Monday  -  Friday  10.30  -  5.30 
Illustrated  Catalogues  £1.25 


MCNOeLSObN 

QALLeRies 


6826  WISCONSIN  AVENUE  •  CHEVY  CHASE,  MARYLAND  20015  TEL:  (301)656-2766 


A  showplace  in 
Washington  since  1898 

Period  Louis  XVI  cylinder  desk 
in  plum  pudding  French  ma- 
hogany, richly  inlaid  in  bronze, 
circa  1790.  $3,850. 

Early  19th  century  French  doree 
and  gesso  mirror,  pristine  con- 
dition. $675. 

18th  Century  pair  of  terra  cotta 
jardiniere,  important  size,  circa 
1780.  $850  pair. 

Pair  of  French  Directoire  doree 
and  bronze  candelabra,  first 
quarter  of  the  19th  century. 
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By  Appointment 
Antiquaries  of  Chinese  Art 
to  the  late  Queen  Mary 


By  Appointment 
Antiquaries  of  Chinese  Art 
to  H.M.  Queen  Elizabeth 
the  Queen  Mother 


By  Appointment 
Antiquaries  of  Chinese  Works  of  Art 
to  H.M.  the  Kino  of  Sweden 


JOHN  SPARKS 


LIMITED 


eUnt&t  OTorka  of  &rt 


128  MOUNT  STREET,  LONDON  W1Y  5HA 

Telephones:  01-499  2265  &  1932 


JULIUS  BOHLER 

OLD  MASTER  PAINTINGS 
SCULPTURE  WORKS  OF  ART 


MUNICH 

Briennerstr.  25 

TELEPHONE:  MUNICH  (0811)  555229 
TEL.  ADDRESS:  PAINTINGS 


sroucn 

Diamond  &  Fine  Art  Co.  Ltd. 

35-  Brook  Street,  Mayfair, 
London  Wi. 

Telephone  01-499  0921 


also  at 
43  High  Street, 
Hoddesdon,  Herts. 
(Hoddesdon  64^45) 


and  8  Bath  Street, 
St.  Helier, 
Jersey,  C.I. 
(Jersey  Central  34689) 


A  very  fine  Regency  Brass  Inlaid  Library  Table 
Attributable  to  Le  Gamier.  Veneered  with  goncaloalves,  c.  1815. 
A  Similar  Table  is  recorded  as  being  purchased  from 
Le  Gamier  for  Pembroke  House. 
Dimensions:  Width  47  inches,  Depth  29  inches,  Height  29  inches. 


40   The  Connoisseur,  June,  1973 


A  holiday  within  everyone's  reach 


MEXICO 

Mexico's  combination  of  impressive  pre-Columbian  remains,  magnificent 
Baroque  churches,  romantic  colonial  towns  and  outstanding  contemporary 
architectural  achievements  make  it  a  wonderful  vacationland.  Here  too 
are  majestic  landscapes,  a  variety  of  local  crafts,  colourful  folklore, 
lively  music  and  dances,  sunny  beaches  of  softest  sand  lapped  by  crystal- 
clear  waters  where  aquatic  sports  can  be  enjoyed  all  the  year  round... 

Numerous  daily  flights  link  Europe  with  Mexico 

Ask  your  Travel  Aye, 

NACIONAL  DE  TURISMO  •  OEPARTAMENTO  DE  TURISMO  •  MEXICO  D.F.    •    DELEGATION  GENERALE  POUR  L'EUROPE,  65.  FG  SAINTHONORE,  75008  PARIS    •    MEXICAN  TOURIST  OFFICE.  52  GR0SVENOR  GARDENS.  LONDON  SW.1.  TEL.  01.730  0128/9  4 


MALLETT 


Continental  Furniture 
and  objets  d'art 


AT 

BOURDON  HOUSE 
2  DA  VIES  STREET,  BERKELEY  SQUARE,  LONDON  WiY  iL] 
TELEPHONE :  01-629  2444/5  TELEX :  25692.  TELEGRAMS :  MALLETHOUS  LONDON 

and  at  40  NEW  BOND  STREET.  LONDON  WiY  OBS 
NEW  YORK:  MALLETT  OF  LONDON, 

25  EAST  69th  STREET,  New  York  N.Y.  10021.  Telephone:  (212)  249  9015/6 


Garden  Statuary 
and  Furniture 


A  very  rare  collection  of  five  18th  century 
Staffordshire  pottery  bear-baiting  jugs  in  the  shape  of 
bears  holding  dogs  and  monkeys,  their  heads  as  lids. 
English,  circa  1760 

The  largest:  12^"  high 
The  smallest:  8"  high 


BY  APPOINTMENT  ANTIQUE  DEALERS  TO  THE  LATE  QUEEN  MARY 

MALLETT 

MALLETT  &  SON  (ANTIQUES)  LTD.,  40  NEW  BOND  STREET,  LONDON  WiY  OBS.  TELEPHONE  01-499  74H  (5  lines) 
TELEX  25692  CABLES:  MALLETSON  LONDON  WiY  OBS 
and  at  BOURDON  HOUSE,  2  DAVIES  STREET,  LONDON  WiY  iLJ 
Also  in  NEW  YORK:  MALLETT  of  LONDON,  25  EAST  69th  STREET 
New  York  N.Y.  10021.  Telephone:  (212)  249  9015/6 


A  view  of  the  entrance  to  Mallctts  showing  sonic  of 
our  fine  furniture,  including: 

A  magnificent  pedestal  desk  with  a  rare  Adam  lyre-back  chair 
in  the  foreground,  a  very  important  ormolu  bracket 
clock,  the  case  by  Matthew  Boulton,  a  rare  pair  of  ormolu 
candelabra,  a  Louis  XVI  inkstand  with  ormolu  of  the  finest 
quality,  a  fine  Queen  Anne  gesso  and  gilt  settee  and 
one  of  a  pair  of  Sheraton  mahogany  bookcases. 


Oil  on  Panel  10i"  x  12|" 

Baie  des  Canoubiers 

signed  lower  right 


P.  SIGNAC 


WflmmER  GALLERIES  Inc. 

51  East  57th  Street  New  York,  N.Y.  10022 

Cable  address: 

Telephone:  Hammergall,  N.Y. 

758-0410 
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PAIR  OF  EXCEPTIONALLY  FINE  WOOD  SCULPTURES  OF  ST  GEORGE  AND  ST  FLORIAN 
WITH  TRACES  OF  POLYCHROME  DECORATION.  HEIGHT  118  CM.  GERMAN  15TH  CENTURY. 


EX  COLLECTION  -  MRS  TRUBNER. 


THESE  SCULPTURES  HAVE  BEEN  ON 
EXHIBITION  AT  THE  METROPOLITAN 
MUSEUM,  NEW  YORK,  FOR  MANY  YEARS 


TELEPHONE:  01-499  2858 
CABLES:  BARGRO  LONDON  W1 


112  MOUNT  STREET  1)^1  T~N  T\ 

LONDON  W1Y5HE  J^LAl  1111 


OF   MOUNT  STREET  LTD 


s 


MODERN  MASTERS 


SCULPTURE 
PAINTINGS 
GRAPHICS 


BRAQUE  "HYMEN" 


weintraub  gallery 


BRONZE  1939  0/6  75  x  50  cms.  W         992  Madison  Ave.,  New  York,  N.Y. 


RUMENS  ANTIQUES 

Market  Street,  Woodstock,  Oxford  OX7  iSU 

Telephone :  Woodstock  8  1 1 6 1 8 


William  John  Huggins.  "The  Fortitude"  Signed  and  Dated  1820.  Canvas  31  x  50" 

PAINTINGS        WATERCOLOURS        BAROMETERS         SMALL  FURNITURE  PORCELAIN 
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John  Keil 


154  Brompton  Road,  London  S WS 

oi-^g  6454  Cables:  Keilantiq 


ho  at  29  Thurloe  Place  S.W.7 


Grosvenor  House  Antique  Dealers'  Fair.  Stand  No.  49 
51  Park  Street,  Bristol 


7,  8  and  9  Quiet  Street,  Bath 


Tsuba  -  signed  Kano  Natsuo. 


Chicken  bone  jade  carving. 

7"  x  4" 

crom  our  extensive  collection  of  fine 
Japanese  and  Chinese  works  of  art. 

Corinthian  Studios 


20506  SARATOGA— LOS  GATOS  ROAD 
P.O.  Box  385,  SARATOGA,  CALIFORNIA  95070 
Telephone:  (408)  867  4630 


RINCETON  CENTER 

for  FINE  ARTS  CONSERVATION 

2  Chamber  Street  (corner  Nassau) 
Princeton,  New  Jersey  08540 
Telephone  (609)  924-8440 

Mail  address:  P.O.  Box  109 
Princeton,  New  Jersey  08540 


Established  1835,  Rome 


Restoration  of  works  of  art 

thru  the  employment 

of  modern  scientific  methods 

•  Oils  or  watercolors 

•  Cleaning  paintings  on  canvas  or  board 

•  Transfer  or  reline  paintings  on  canvas 

•  Cradle  paintings  on  wood  panels, 
or  transfer  them  to  canvas 

Written  report  of  laboratory 
examination  with  recommended  treatment 
Full  photographic  and  written 
records  before,  during  and  after  treatment 

We  are  able  to  authenticate 
and  document  all  art  media 

Please  write  for  brochure 


0il  $amtmg£ 

CREATED 
FROM  ANY  PHOTOGRAPHS 


1 

F 

Photograph  su 


Oil  Painting  on  Canvas 


by 


Write:  KENZLEY  LAMPKIN 
27  ARCHIBALD  ST.,  GLOUCESTER,  GL1  4EH,  ENGLAND. 
Tel:  GLOUCESTER  34402 
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A  superbly  colourful  FRENCH  Aubusson  Carpet,  of  the 
Empire  period,  c  1810,  measuring  8 '4"  x  9 '4".  (2,85  x  2,54). 

Almond-green  ground  with  arabesques  in  reds,  blues, 
browns  and  pinks,  and  floral  swags  £r  sprays,  centralised  by 
a  colourful,  formal  'rosace',  surrounded  by  a  floral  wreath, 
on  an  ivory  ground.  Border  of  alternating  oval  and 
diaper-shaped  motifs  in  red,  blue  and  mauve.  In  superb 
condition. 

Vide:  Pontremoli  Collection,  Nos.  15-16. 


Exhibiting  at  the  Grosvenor  House  Fair,  Stand  No.  3 


Member  of  the  BADA  Ltd. 


38  Jermyn  Street  St.  James's 


London  S.W.I.    Telephone:  0 1-629  4195 


RAMNUGUR  near 

Benares  on  the 

River  Ganges, 

by  Thomas  Daniell,  1802 

signed  and  dated 

Oil  on  panel  22"  x  26" 

★ 

Visit  our 

Stand  No.  16  (Gallery) 
GROSVENOR  HOUSE 
ANTIQUES  FAIR 
JUNE  13th  -  23rd 

1  1  a.m.  -  7.30  p.m. 

★ 

THE 

PARKER 
GALLERY 

2  Albemarle  Street 
Piccadilly  WiX  3HF 


We  illustrate  here  a  superb,  handmade  scale 
model  from  the  Arlington  Series  of  Carriage 
Miniatures  by  Eric  A.  Homewood. 

This  'C'  Spring  Brougham,  circa  1850, 
from  the  Bute  Collection  measures  16|"  long, 
9"  high  and  8"  wide. 
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This  small  walnut  veneered  bureau  cabinet 
is  probably  the  earliest  piece  of  English 
furniture  of  bow  fronted  design. 

The  interior  of  the  bureau  and  the  cabinet 
above  have  exceptionally  fine  fitments  of 
the  highest  quality. 

Height:  6  ft.  8  in.  Width:  2  ft.  1  in. 

Depth:  20  in. 

Circa  1735. 


R.  A.  Lee  R.  T.  Gwynn 

i-9  BRUTON  PLACE,  LONDON,  W.i 


Tel:  01-629  5600  &  01-499  62.66 


COLLECTORS' 
CHOICE 


Exceptionally  fine  epergnc  in  the 

jieoclassical  manner  by  James  Young,  1781. 
On  three  ball  and  claw  Jeet  from  which 
rise  draped  caryatids  supporting  three 
boat-shaped  and  six  hanging  baskets,  the 
central  section  has  a  lion  mask  and 

joliage  framework  Jor  a  basket  that  in 
turn  supports  the  large  central  basket. 
Pierced  with  husks  and  arcading,  and 
standing  on  a  trumpet-shaped  acanthus- 
chased  foot,  this  can  be  removed  to  form 
a  separate  dessert  stand.  The  assembled 
epergne  is  2i\  in.  high,  weighs  131  oz. 


Rare  suite  of  crested  matched  flatware 
by  specialist  maker  Paul  Hanet  is  dated 
1723,  1725  and  1730.  Comprising  a  dozen 
each  of  table  and  dessert  spoons,  which 
are  in  the  higher  Britannia  standard, 
and  a  dozen  each  of  table  and  dessert 
forks,  the  suite  is  made  up  with  fne 
pistol-grip  knives  made  about  1760. 


Line  silver 


Jor  the  collector 


rom 


SIMON  KAYE  LTD. 

li  ALBEMARLE  STREET  .  PICCADILLY  .  LONDON  Wl 

Telephone  01-493  7658 


In  association  with 

/.  Freeman  8c  Son  Inc  .  12  East  52nd  Street  .  New  York  NY  10022.    Telephone  759-6900 

Members  of  the  Art  &_  Antique  Dealer's  League  of  America  Inc. 


3  I 


0>  < 

3  £ 


4 


<  5 


Gallery  Lasson 

57  Jermyn  Street  London  SWi      01-629  6981 


Francesco  Fieravino  (il  Maltese)  Canvas  48  x  68}  inches 


Old  Master  Exhibition 

Until  June  16 

Weekdays  10.30-5.30 
Saturdays  11.00-1.00 

Including  works  by: 

Carlo  Carlone,  Johann  van  Dome,  Jan  de  Baen, 

William  James,  Jan  van  Kessel,  Giuseppe  Vermiglio,  Jan  Frans 

van  Bloemen  (Orizonte),  Pieter  Mulier  (Tempesta),  Johann 

Heinrich  Keller,  Jan  Ekels  the  Younger,  Abraham  Storck, 

Antonio  Vassilacchi  (Aliense),  Dirck  Maas,  Jan  Soens, 

Jan  Peeters,  Giuseppe  Recco,  Adrian  Verboom, 

Rafel  Govaertsz  Camphuyzen,  etc.  Illustrated  catalogue  £1 
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FRANK  PARTRIDGE 

&  SONS  LTD. 

144-146  NEW  BOND  STREET,  LONDON  Wi 
SUMMER  EXHIBITION  JUNE  13  th— 29th 

1 8th  CENTURY  ENGLISH  &  FRENCH  FURNITURE  &  WORKS  OF  ART 
MONDAY  to  FRIDAY  10  a.m.  -  5.30  p.m. 


A  i7TH  CENTURY  ITALIAN  BRONZE  FIGURE  OF  A  HORSE  by  SUSINl 
Height  2jj"  including  base 


FRANK  PARTRIDGE  &  sons  ltd 

SUMMER  EXHIBITION  JUNE  13th— JUNE  29th 


o 


A  1 7th  century  walnut  and  marquetry  Longcase  Clock 
by  Joseph  Knibb.  Height  6'  4I" 

Two  of  a  set  of  four  early  18th  century  English  walnut  Chairs 
with  contemporary  needlepoint  seats 
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1 


144-146  NEW  BOND  STREET,  LONDON  Wi 


5 
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John  Bellamy 
Kittery,  Me. 


Paul  Revere,  The  Patriot 
Boston,  c.  1 794 


Paul  Revere,  The  Patriot 
Boston,  c.  1776 


Aaron  WillarJ 
Tall  Clock,  c  1800 


Outstanding 

AMERICAN  SILVER, 
FURNITURE  AND 
RELATED 
ACCESSORIES 

to  be  sold  at 
PUBLIC  AUCTION 
on 

THURSDAY  and  FRIDAY 
AUGUST  9  and  10 
at  10:30  a.m.  each  day 

Removed  from  the  estates  of  the  late 
John  M.  Stone  of  Dennis,  Mass.,  the  late 
Albert  L.  Rider  of  Hamilton,  Mass.,  Mrs. 
Cabot  Morse  of  Beacon  Hill,  Boston,  Mass. 
By  Order  of  the  F  irst  National  Bank  of 
Boston  and  other  executors  and  legatees: 
and  Antique  properties  from  the  home  of 
Mrs.  John  J.  Crehan  of  Dennis,  Mass. 

The  Collection  contains  superb  examples 
of  the  best  in  the  American  Scene. 

Exhibition:  Tuesday  and  Wednesday 
August  7  and  8  from  10  til  5  each  day 
Illustrated  Catalog  S  i.  (By  mail  S5.) 


Jacob  Hurd 
Boston,  c.  1  7 50 


John  Burt 
Boston,  c.  1730 


Myet  Myers 

New  York,  c.  1785 


Samuel  Mulliken 
Wall  Clock,  c.  1740 


on  the  premises  of  ROBERT  C.  ELDRED  C0.JNC.™™* 

Box  98,  East  Dennis,  Massachusetts  02641  Telephone  (617)  385-3116 


JAPANESE 
PRINTS 

(UKIYO-E) 
at 

UNRESERVED 
AUCTION 

FRIDAY,  AUGUST  17 
at  10:30  A.M. 


Including: 

si  mm-  _  SHUNGA  —  SURIMO- 
NO  —  MICA  &  LACQUER  —  36 
VIEWS  OF  MT.  FUJI  by  HOKUSAI 
—  53  STATIONS  OF  THE  TOKA- 
IDO  BY  HIROSHIGE — 100  VIEW'S 
OF  MT.FUJI  BY  HOKUSAI  (1834) 

Five  small  estate  collections,  two  of 
which  were  compiled  in  the  19th  cen- 
tury, have  been  combined  to  make 
this  outstanding  offering.  Master- 
pieces by  such  artists  as: 


TORII  KIYONOBU  II  (  1706-1763) 
OKUMURA  MASANOBU 

(1681-1764) 

TORII  KIVOMITSU  (1735-1785) 
SUZUKI  HARUNOBU  (  1724-1770) 
ICHIR  YUSAI  TOYOHARU 

(1735-1814) 
KAKSUKAWA  SHUNSHO 

(1726-1792) 
TORII  KIYONAGA  (  1752-1815  ) 
KITAGAWA  UTAMARO 

(  1751-1806) 
TOSHUSAI  SHARAKU  (c.  1794) 
KATSUSHIKA  HOKUSAI 

(  1760-1849) 
UTAGAWA  TOYOKUNI  (1769-1S25) 
UTAGAWA  KUNISADA 

(TOYOKUNI  III)  (1786-1864) 
UTAGAWA  KUNIYOSHI 

(1798-1861) 
ANDO  HIROSHIGE  (  1797-1888) 
intl  others 


EXHIBITION:  from  August  14 
from  10  til  5  each  day. 

A  carefully  prepared  and  annotated  catalog 
describing  each  print  as  to  condition, 
impression,  and  publisher,  is  available 
at  $5  (by  mail  $6). 


ON  THE  PREMISES  OF  ROBERT  C.  ELDRED  CO.,INC.^TEAUCT,0NEERS 

Box  98,  East  Dennis,  Massachusetts  02641  Telephone  (617)  385-3116 
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ORIENTAL  ART 

at 

PUBLIC  AUCTION 

August  23, 24, 25 
at  10:30  a.m.  each  day 

From  The  Collection  of  the  late 
Byron  D.  Miller  of  Falmouth  Fireside,  Maine 
by  order  of  Fr.  Joseph  L.  Shea,  S.  J. 
as  Liquidator  of  the  bequest 


DYNASTIC  POTTERY  &  PORCELAIN 
JADES  OF  GREAT  QUALITY 
OUTSTANDING  SCULPTURE 
LACQUER  —  ENAMELS 
I  I  K.NITURE  —  PAINTINGS  —  CARPETS 


Exhibition:  from  August  14 
10  til  5  each  day 

Illustrated  Catalog  S5.  (By  mail  $6.) 
Also  available: 
Priced  Oriental  Art  catalogs, 
1969,  1970,  1971,  1972  ®  $6.  each. 


on  the  premises  of  ROBERT  C.  ELDRED  CO.,  INC.  « 

Box  98,  East  Dennis,  Massachusetts  02641  Telephone  (617)  385-3116 


Important  Scrimshaw  -  Bone  and  Other  Ship  Models  -  30  Liverpool  Jugs  with  Historic 
Transfers  -  Sternboard  Carvings  -  Ship  Paintings  -  Sea  Chests  -  Charts  -  Nautical  Instruments 
-  A  Collection  of  Autograph  Material,  including  ALs  &  Ds  by  Thomas  Jefferson.  James 
Madison,  John  Hancock.  Tobias  Lear,  Jefferson  Davis.  Lafayette.  Robert  Morris:  other  Presi- 
dential Signatures  -  Colonial  Periodicals.  Almanacs,  Revolutionary  Commissions  -  Ship's 
Papers  and  related  materials  -  A  Collection  of  18th  Century  American  Paper  Currency 
A  MARINE  LIBRARY  OF  OVER  1000  VOLUMES 


J 


THE 
OUTSTANDING 
NAUTICAL, 
BOOK  AND 
DOCUMENT 
COLLECTIONS 

of  the  late 

Albert  L.  Rider 
of  Hamilton,  Mass. 

THURSDAY  &  FRIDAY 
JULY  26  and  27 
at  10:30  A.M.  each  clay 

By  order  of  the  FIRST  NATION- 
AL BANK  OF  BOSTON,  Agent 
for  the  Executrix.  Together  with 
related  collectables  from  three  other 
New  England  estates. 

EXHIBITION:  from  July  24 
1 0  til  5  each  day. 

Illustrated  catalog  $4-  (by  mail  $5.) 


ON  THE  PREMISES  OF 


ROBERT  C.  ELDRED  CO.,  INC. 


ESTATE  AUCTIONEERS 


Box  98,  East  Dennis,  Massachusetts  02641 


Telephone  (617)  385-3116 


N  E  T  S  U  K  E    THURSDAY,  AUGUST  16 
^m*.  at  10:30  a.m. 

An  important,  unique  and 
wide  ranging  collection 
of  netsuke  exhibiting  the 
careful  execution  and 
delightful  charm  of 
Nagamachi  Shuzan, 
the  beauty  through 
artistic  form  of 
Masahishi,  the  unique 
imagination  of  Minlo>. 

A  list  of  artists  reads  like  a  classical  study:  Ryukei,  Tomohisa, 
TomojcazUj  Yoshinaga,  Minsetsu,  Tomomasa,  Masatomo, 
Ti  'in  ichika,  Shugetsu. 

\  I  mice  of  wood,  ivory,  horn,  bone,  lacquer,  metal  and  por- 
ii.  Classical  subjects,  mythology,  western  figures,  an 
ext.  nsive  collection  of  mask  netsuke,  human  and  animal 
figures,  floral  arrangements. 


SNI  IT  BO  TTLES  Thursday,  aug.  16 

at  7:30  p.m. 

Approximately  200  antique  snuff  bottles  of  fine  quality 
and  variety,  featuring  hornbill  bottles,  as  well  as  3  horn- 
bill  casques  carved  in  .(/'///. 


EXHIBITION  from  August  14 

Catalogs  ( including  both  sessions)  S3. 50  ( by  mail  $4.00 ) 
Oi  the  premises  of  ROBERT  C.  ELDRED  CO.,  INC. 


Other  Sales 
Presently  Scheduled 


July 
July 


5  Antiques  and  furnishings  from  various  New 
England  Estates.  Catalog  S2.00  ( by  mail  S2.50 ) 

12  Third  Annual  Collector's  Sale:  Rose  Medallion, 
Dcdham  pottery,  Christmas  plates,  Sandwich 
glass,  Tiffany,  Mettlach,  Etc.  Catalog  S2.00  (by 
mail  $2. 50) 

July  19  English  and  American  Furniture,  Oriental  Rugs, 
Accessories.  Catalog  $2.00  (by  mail  S2. 50) 

Sept.  8  A  most  important  collection  of  English,  Irish, 
and  Continental  silver  by  Lamerie,  Storr,  Bate- 
man,  Hennell,  and  others;  Icons,  Faberge,  Rus- 
sian Enamel.  Fine  furniture.  Oriental  Rugs.  Por- 
celains. Crystal.  Jewelry.  Removed  from  a  New 
York  and  a  Boston  estate,  and  sold  by  order  of 
the  owners  and  executors.  Catalog  $5.  (bv  mail 
$6.). 

EACH  SALE  ON  VIEW  FOR  AT  LEAST 
TWO  DAYS  PRIOR  TO  AUCTION 

On  the  premises  of 

ROBERT  C.  ELDRED  CO  ,  INC.  Estate  Auctioneers 
Box  9S,  East  Dennis,  Mass.  02641      (617)  385-31 16 
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A  very  fine  pair  of  antique  crystal  glass  and  silver  gilt 
jugs  with  matching  pair  of  vine  decoration  coasters. 
Victorian  date:  1844.  Made  in  London  by  John  S.  Hunt. 
Overall  height  15I". 

They  have  the  Russian  Imperial  Crown  on  the  cover  of  each 
with  the  monogram  of  Maximilienne  Wilhelmine  Marie,  born 
1824,  daughter  of  the  Grand  Duke  Louis  II  of  Hesse,  who 
married  the  future  Czar,  Alexander  II  in  1841. 


BY  APPOINTMENT  TO  HER  MAJESTY  THE  QUEEN 
JEWELLERS  AND  SILVERSMITHS 


BY  APPOINTMENT  TO  HER  MAJESTY 
QUEEN  ELIZABETH  THE  QUEEN  MOTHER 
JEWELLERS 


llingvvood  of  Conduit  Street  Limited,  46  Conduit  Street,  London  WiROHE.  Telephone:  01-734  2656 


INTERNATIONAL  ART  TREASURES  EXHIBITION 

the  Assembly  Rooms 

BATH 

nth  August  to  8th  September,  1973 


«,  _  * 


INCLUDING  SUNDAYS 


Beneath  the  five  magniticcnt  chandeliers  in  the  Ballroom  of  the  Assembly  Rooms 
are  to  be  displayed  rare  and  beautiful  Works  of  Art  from  members  of  The  British 
Antique  Dealers'  Association  and  from  members  of  the  other  Associations  included 
in  the  Confederation  International  des  Negociants  en  Oeuvres  d'Art.  In  this  splendid 
1 8th  century  setting  will  be  presented  a  complete  cross-section  of  the  various 
categories  which  comprise  the  world  of  art  with  their  immense  diversity  of  styles 
and  periods,  which  are  handled  by  dealers  across  the  world. 
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HOWARD  RICKETTS 

LIMITED 

180  New  Bond  Street,  London  WiY  9PD 
Telephone:  01-4.99  735-7 


Gold-mounted  Daaaer  with  basse  taille  enamel  decoration 

Indian,  circa  1800 
ici  inches  long  (39^  cm) 


GEORGE  INNESS 


MEADOWS 

Oil  on  canvas,  15  3/16  x  26^4  in. 
Signed:  G.  Inness  1868 


Provenance:  Mr.  Robert  Hoe,  New  York 


MANN 
OALLERHE. 


2591  South  Bayshore  Drive,  Sailboat  Bay,  Penthouse  III,  Miami,  Florida  33133 

(305)  445-3737 
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ARTHUR  BRETT  &  SONS  LTD 

Member  of  the  British  Antique  Dealers'  Association  Ltd. 


George  I  Walnut  Bureau  Cabinet  in  original  condition.  39"  wide. 
We  have  many  fine  pieces  of  early  1 8th  Century  Walnut. 

42  SAINT  GILES,  NORWICH  nor  ,6E,  ENGLAND 

Telephone:  0603  28171 
Saturday  by  appointment 


A  valuation  by  our  professional  valuers  will  not  only  ensure  financial  protection  for  your  fine 
furniture,  pictures,  silver,  porcelain  and  other  works  of  art.  but  ALL  your  household  effects. 

It  will  substantiate  any  claims  you  may  wish  to  make  in  the  event  of  loss  by  burglary  or  fire,  or 
any  other  cause. 

Our  valuations  are  accepted  by  Insurance  companies 
and  Lloyd's  underwriters. 

Write  now  for  further  particulars — tomorrow  may 
be  too  late. 


Gurr  Johns  &  Angier  Bird  Ltd. 

Valuers 

50  Pall  Mall,  London,  SW1 Y  5 LA.  Telephone  01  -930  3068 

Branches  at  Maidenhead  and  York 
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DENNIS  VANDERKAR  GALLERY 

28  NEW  BOND  STREET,  LONDON,  W1Y  9HD 

Telephone  01-499  6613 
DUTCH  &  FLEMISH  OLD  MASTERS 


CLAES  WOU 
Panel:  17*  x  39"  (43,2  x  99  cm) 
Signed  with  monogram 


KLAES  MOLENAER 
Panel:  18*"  x  25'  (47  x  63,5  cm) 
Signed 


EXHIBITING  RECENT  ACQUISITIONS 
STAND  56 

GROSVENOR  HOUSE,  ANTIQUE  DEALERS  FAIR 


K'ANG  HSI  BLUE  AND  WHITE  PORCELAIN 


Porcelain  and  Rosewood  Box,  length,  10". 


Jar  with  carved  wood  cover,  overall  height,  12§". 

FU-MING-FAIR 

MAINLAND.  PENNSYLVANIA  19451 
(19  mi.  from  Phila.  at  Lansdale  Exit  of  Pa.  N.E.  Extension) 
By  appointment  please.  Phone  (215)  723-3949 


drian  galleries 


IVAN  WALTER  ADLER 
EXHIBITION 


JUNE  6th  -  JUNE  22nd 
1973 


5-7  porchester  place,  marble  arch,  london  w2  01  -723  9473 


THE 

SUFFOLK  ART  GALLERIES 


LANDSCAPE  WITH  DUTCH  FARMHOUSE 

By  Xeno  Munninghoff 
1873-1944 


Dutch  School 
XlXth  Century 


OIL  ON  CANVAS 
Size  18  x  30  ins 
45.7  x  76.2  cms 


LONG  MELFORD,  SUFFOLK 

CO10  9JG  Telephone  767 
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IP      ■  > 


V 


A  LA  VIEILLE  RUSSIE 

ESTABLISHED  1851 

781  FIFTH  AVENUE,  NEW  YORK,  N  Y.  10022  •  PL  2-1727 


v  j 


ADOLPHE  STEIN 


Jean  Baptiste  Marcchal,  1 8th  Century  Wash  drawing 

Figures  in  the  Garden  of  an  Italian  Villa 


This  drawing  will  be  included  in  an  Exhibition  of  Master  Drawings 
presented  by  ADOLPHE  STEIN  from  3rd  —  19th  July,  1973 

at 

H.  TERRY-ENGELL  GALLERY 

8  BURY  STREET  ST.  JAMES'S 
LONDON  SWiY  6AB 

Tel:  01-839  2606  Cables:  Artengel  London  SW1 


Small  Sculpture 
from  Ancient  Egypt 


A  collection  including  stone, 
bronze,  faience  and  wood, 
dating  2250  BC  -  250  AD 
Price  range  -£25  -  /^iooo 
On  display  June  1 5-22 


Charles  Ede  Ltd 

37  BROOK  STREET  LONDON  Wi 

Catalogues  available  on  request 
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WILLIAM  WALTER  ANTIQUES 


LONDON  SILVER  VAULTS 


CHANCERY  LANE 


•  LONDON 
Telephone:  01-242  3248/9 
Telegrams:  Walter  Strongrooms  London  WC2A  1QS 


WC2A  IQS 


I 


BERRY- HILL  GALLERIES 


743  FIFTH  AVENUE,  N.Y.,  N.Y.,  10022 
(212)  753-8130  Cables  BERRYHILL  N.Y. 


CHUSAN  PAGODA,  17  Oct.  1840     6V2"  x  12"     (in.  #132) 


YOUNG-KOO  ISLAND,  1840    6%"  x  lli/2"   (IU.  #M0) 


iH  1    .  - 


SHORE  LINE  OF  CHUSAN,  1840  7"  x  12i/2"  (in.  #134) 


NEAR  CANTON,  1840     5l/2"  *  ll3/4"     (111.  #135) 


From  a  unique  group  of  watercolors  painted  during  the  early  days  of  the  Opium  Wars  by  Lieut.  J.S.  Rundle,  R.N.  (1815- 
1880).  His  ship,  the  "Volage",  arrived  off  Macao  in  1839,  and  was  engaged  against  the  Chinese  Fleet  of  Junks.  Illustrated  in 
the  recently  published  book  "Chinnery  and  China  Coast  Paintings".  Limited  to  600  copies  at  $30. 


BEAUCHAMP  GALLERIES 


8  BEAUCHAMP  PLACE,  LONDON  S.W.3 

Telephone:  01-589  5716 


STAND  No.  18 
GROSVENOR  HOUSE 
ANTIQUES  FAIR 


A  fine  Worcester  Dessert  Service 
of  the  First  Period,  with  panels 
painted  in  colours  with  figures, 
boats  and  buildings  in 
landscapes  within  turquoise  and 
gilt  surrounds,  swags  of  fruit 
with  insects,  enclosed  by  dark 
blue  borders  enriched  with  gilt 
scrolls. 

Crescent  mark  in  underglaze 
blue. 


76   The  Connoisseur,  June,  1973 


JOSEPH  &  EARLE  D.  VANDEKAR 

Members  of  B.A.D.A.  and  C.I.N. O.A. 


One  of  the  largest  selections  of  antique  Oriental,  Continental  and 
English  Porcelains,  Faience  and  Glass  to  be  found  in  Europe 


Two  large  Chien  Lung  Period 
Chinese  porcelain  Bowls,  decorated  with 
European  subjects.  Perfect  condition. 


138  BROMPTON  ROAD,  LONDON  SW3  Tel:  01-589  8481 


Archaic  Bronze  wine 
vessel  (yu) 

Early  Western  Chou  Dynasty 
Height:  22.0  cm. 


Exhibition 

13  June  -  14  July  1973 

Ancient  Chinese  Bronze  Vessels 

Gilt  Bronzes 

and 

Early  Ceramics 

Fully  illustrated  catalogue  available 


ESKENAZI 


Oriental  Art 


Foxglove  House 

(opposite  Old  Bond  Street) 
166  Piccadilly 
London  W1V  9DE 

Telephone:  01-493  5464/5 
Cables:  Eskenazi  London  W1 


15  Via  Montenapoleone 
Milan 

Telephone:  70  00  22 


Earthenware  Court  Lady 
T'ang  Dynasty.  8th  Century 
Height:  47.6  cm. 


Exhibition 

13  June  - 14  July  1973 

Ancient  Chinese  Bronze  Vessels 

Gilt  Bronzes 

and 

Early  Ceramics 

Fully  illustrated  catalogue  available 


ESKENAZI 


Oriental  Art 


Foxglove  House 

(opposite  Old  Bond  Street) 
166  Piccadilly 
London  W1 V  9DE 

Telephone  :  01  -493  5464/5 
Cables:  Eskenazi  London  W1 


15  Via  Montenapoleone 
Milan 

Telephone:  70  00  22 


1870-1973 

M.  NEWMAN  LTD. 

Members  of  the  British  Antique  Dealers'  Association  Ltd. 

43a  DUKE  STREET,  ST.  JAMES'S  &  1/5  RYDER  STREET,  LONDON,  SWr 

Telephone:  01-930  6068/9  Telegraphic  address:  NEWPIC,  LONDON,  SWi 


La  tabic  blanche  HENRI  E.  A.  LE  SIDANER  (signed) 

Canvas:  32  x  395  ins.  (81  x  100  cms.)  Framed:  39  x  465  ins.  (99  x  118  cms) 

Collections:  Montaigne 
Madule 


Exhibited:  Galcrie  des  Artistes  Francaisa  Bruxelles  1920,  No.  20 
Galcries  Georges  Petit  "Les  Douzc"  192 1 
Galcries  Georges  Petit  "Le  Sidaner"  February  1925,  No.  11 
Denver  Art  Museum,  U.S.A.  "Collectors  Choice"  1965, 
No  19,  under  the  title  "Un  dejeuner  au  jardin"  (illustrated) 


A  selection  of  paintings  included  in  our  Exhibition 
"La  Vue  Francaisc"  -  1840-1940 
6th  Junc-22nd  June  1973 

Monday-Friday  10  3.111.-5.30  p.m.  Saturday  by  appointment 
Fully  illustrated  catalogue  available  on  request 


Le  petit  oiseau  apprivoise 

LEON  RICHET  (signed) 

Canvas:    29  x  22  ins.  (74  x  56  cms.) 

Framed:    35^  x  28|  ins.  (90  x  72  cms.) 


Les  blanchisseuses 
ALEXANDRE  RENE  VERON  (signed) 
Canvas:    28^  x  23^  ins.  (72  x  60  cms.) 
Framed:    34^  x  29!  ins.  (88  x  75  cms.) 


He  de  la  Jatte,  Paris 

AUGUSTE  LOUIS  DENIS  MOYNIER 
Signed  and  inscribed 
Canvas:     15  x  28|  ins.  (38  x  73  cms.) 
Framed :    19^  x  33^  ins.  (50  x  85  cms.) 


Les  deux  artistes  a  Boutigny 
HENRI  SAINTIN 
Signed,  inscribed  and  dated  1875 
Canvas:    18  x  iof  ins.  (46  x  27  cms.) 
Framed:    24  x  i6|  ins.  (61  x  43  cms.) 


Le  Pont  Marie 
GUSTAVE  DOYEN 
Signed  and  dated  1883 

Panel:     135  x  9  ins.  (34  x  23  cms.) 

Framed:  i8§  x  14!  ins.  (47  x  37  cms.) 


1870-1973 


M.  NEWMAN  LTD 


Members  of  the  British  Antique  Dealers'  Association  Ltd. 


43a  DUKE  STREET,  ST.  JAMES'S  &  1/5  RYDER  STREET,  LONDON,  SWi 

Telephone:  01-930  6068/9  Telegraphic  address:  NEWPIC,  LONDON,  SWi 


Jan  Joseph  van  Goyen,  View  of  the  Pelkus-Poort,  Utrecht,  panel  /ox  25 1  inches  (48  x  64  cm) 
Provenance:  H.  Fuld,  the  Hague.  Goudsticker  Collection  No  17  (/p/5  Catalogue) 
Literature:  C.  Hofslcdc  de  Gtoot,  Catalogue  Raisonni  Dutch  Masters,  Jan  van  Goyen,  No  gg2. 
To  be  compared  with  plate  103  View  of  Pelkus-Poort  Wolfgang)  Stechow,  Dutch  Landscape  Painting, 
Seventeenth  Century),  New  York  Metropolitan  Museum  of  Art. 


ALAN  JACOBS  GALLERY 

MEMBER  OF  THE  SOCIETY  OF  LONDON  ART  DEALERS 

SPRING  EXHIBITION  OF  FINE  XVIIth  CENTURY 
DUTCH  &  FLEMISH  OLD  MASTERS 

including  works  by 
Thomas  van  Apshoven,  Osias  Beert  the  Elder,  Jan  Blom,  Jakob  Bogdani, 
Bartholomeus  Breenbergh,  Paul  Bril,  Benjamin  Gerritsz  Cuyp,  Dionys  van  Dongen, 
Joost  Cornelisz  Droochsloot,  Frans  Francken  the  Younger,  Jan  Joseph  van  Goyen, 
Pieter  Frans z  de  Grebber,  Daniel  van  Heil,  Jacob  de  Heusch,  Jan  van  Kessel  the  Elder, 

Thomas  de  Keyser,  Jacob  Gerritz  Loeff,  Hendrik  de  Meyer,  Peeter  Neefs, 
Eglon  Hendrick  van  der  Neer,  Joris  van  Son,  Adriaen  van  Stalbent,  Jacob  Tooreniiiet, 
Williem  van  de  Velde  the  Younger,  Adriaen  Pietersz  van  de  Venne, 
Adriaen  van  der  Werff,  Alida  Withoos,  Jan  Wyck 

CATALOGUE  'THE  GOLDEN  AGE'  68  PAGES,  ILLUSTRATED,  £100  ($5.00  air  mail) 

Proceeds  to  N.S.P.C.C. 

15  Motcomb  Street,  Belgrave  Square,  London  swi    Telephone:  01-235  5944    Cables:  Artjac  London  swi 
Daily :  g.jo  am  -  6  pm    Saturday :  g.jo  am  -  1  pm,  or  by  appointment 


M.  McALEER 

ia  Saint  Christopher's  Place,  LONDON  W.i.  01-486  1171 


THE  JOHNS  FAMILY  OF  LIMERICK 

Pint  Mug  by  Joseph  Johns  c.  1730-1775. 
Five  Hanoverian  Tablespoons  by  Joseph  Johns. 
Lemon  Strainer  by  Samuel  Johns  c.  1750, 
with  the  Limerick  fleurs-de-lis  incorporated  in  gadroon  border. 


S3 


BONHAM'S 


Nicholas  Pocock :  British  Merchantmen  and  Yachts  sailing  out  of  Portsmouth 
Harbour,  signed  watercolour,  if  x  2ti";  which  sold  for  a  world  record  auction 
price  of  £2,500. 


A  good  pottery  Amphora, 
with  double  dragon  handles, 
cream  glaze,  14"  high,  T'ang 
Dynasty;  which  sold  for  £600. 


Auctioneers  and  Valuers  since  1793 

Some  recent  prices  for 
interesting  items  sold  at  the 
Montpelier  Galleries  this  year. 


An  English  18th  century  mahogany  4-tier 
tapering  whatnot,  1  ft.  5  in.  wide  at  the 
base;  ivhich  sold  for  £425. 


Bonham's  offer  professional  advice 
and  experience,  and  provide  a 
comprehensive  service  which 
includes  valuation,  removals,  sale  p.  Wallaert:  A  Hunting  Scene  -  The  Meet,  oil  on  canvas,  signed  and  dated  1814, 

of  effects,  and  prompt  settlement.         32"  x  51",  one  of  a  pair;  which  jold  for  £4,400. 

For  information  and  a  copy  of  our  Yearly  Review,  please  write  or  telephone:  01-584  9161 

MONTPELIER  GALLERIES    MONTPELIER  STREET    KNIGHTSBRIDGE    LONDON  SW7 
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The  publick 

""2  J**'  '"2  * >**    G**  ""jS  C'  '"tX?"'        '*^3t?»  ""tJ 

IS  HEREWITH  RESPECTFULLY 
NOTIFIED  OF  THE 

LAKE  FOREST  ACADEMY 

Antiques  Show 

to  be  held,  rain  or  shine, 
at  Luke  Forest  Academy,  Lake  Forest,  Illinois 
from  eleven  in  the  forenoon  till  ten  in  the  evening 
June  7th,  8th,  and  on  the  9th  (till  6  p.m.).  1973 


EXHIBITORS 


CONNECTICUT 

Hastings  House  Antiques 
Hobart  House 
Litchfield's  Fine  Arts 
Bryce  George  Muir 
Spencer  and  Judd 
The-  Three  Ravens 

FLORIDA 

Montgomery's  Antiques 
Helen  McGehee 
J.  J.  Thompson 

ILLINOIS 

Cat  &  Fiddle,  Inc. 
Arnold  Marcus  Chcrnuff,  Ltd. 
The  Country  House 
Joseph  E.  Dimery 
Dominque  Antiques 
Marshall  Field  &  Co. 
Flora  Jewelers 
Charles  Frank  8c  Co. 
Malcolm  Franklin,  Inc. 
Lawrence  E.  King 
Lynstan's  Antiques 
The  Lion  Mark 
The  Red  Rooster 
Spruce  Antiques 
Elizabeth  Stayner 
Taylor  B.  Williams 
Willis  House  Antiques 

MARYLAND 

The  Don  Eckels 

MASSACHUSETTS 

John  Hiiiler  &  Henry  Cogcr 
Ronald  Bourgeault 


MICHIGAN 

W.  Russell  Button  Galleries 
Village  Green  Antiques 

NEW  JERSEY 

Leonard  Balish 
H.  Gregory  Gulick 
Fred  B.  Nadler 

NEW  YORK 

Robert  Thomas — Robert  Siefert 

(The  Macberns  Anitques) 
Celeste  &  Edward  Koster 
E.  Grosvenor  Paine 
C.  C.  Sparks 
Dana  Tillou 
Norman  White 

OHIO 

Joan  Coulter 

PENNSYLVANIA 
Alfred  Bullard,  Inc. 
Elinor  Gordon 
Harry  Hartman 
N.  Pendergast  Jones 
Ralph  M.  Meyer 
Mill  Run  Antiques 
Arthur  Mitchell 
Joseph  Stanley 

VERMONT 

Brainstorm  Farm  Antiques 
Nimmo  &  Hart 

VIRGINIA 

The  Virginians 

WISCONSIN 
Mr.  &  Mrs.  O.  M.  Deibler 
The  Lantern  Bookshop 
Verona  Sunvold 


A  Benefit  for  the  Scholarfhip  Fund  ' 
Managed  by  Russell  Carrell 


WILLIAM 
MERUIT 

CHASE 


ARTIST'S  DAUGHTER  HELEN,  IN  A  BIRTHDAY  DRESS 


Oil  on  Canvas  26  x  21  in 
Signed  lower  left , 


POST  ROAD  ANTIQUES 

21  30  BOSTON  POST  ROAD, 
LARCHMONT,  NEW  YORK  10538 
91 4-834-7568  (Robert  Bahssin) 
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Rare  Famille 


decorate 
Of  tl 


AD. 


RALPH  M.  CIIAIT 


Galleries  Inc. 


STABI 


mimim 


WORKS  OF  ART-CHlf 

'REET,  NEW  YORK,  N.Y  10022,  U.S  A 
Cables  "Ralirna"  New  Yo-'f 


AID  Aru  in  *. 


ISOCMTIOrt  Of 


The 

Society  of 
London 
Art  Dealers 

Chairman  Vice-Chairman  Treasurer  Secretary 

Geoffrey  W  G  Agnew,  Godfrey  Pilkington,  J  L  Naimaster,  O  T  Gallaway, 

43  Old  Bond  Street,  WiX  4BA.  16a  Cork  Street,  WiX  iPF.  148  New  Bond  Street.WiY  oJT.  Suite  5, 

(Trios.  Agnew  &  Sons  Ltd.)  (Piccadilly  Gallery.)  (The  Fme  Art  Society  Ltd.)  32  Savile  Row,  WiX  iAG. 


The  Society  was  founded  in  1932  by 
nine  leading  members  of  the  trade.  All 
but  one  of  these  firms  are  still  active  and 
in  the  Society  today.  At  various  times 
additional  members  have  been  elected  to 
join,  the  Society  now  has  57  members. 

Membership  of  the  Society  is  limited 
to  Companies,  firms  and  individuals 
engaged  in  the  sale  or  exhibitions  of 


pictures,  drawings,  prints  and  sculpture. 

The  object  of  the  Society  is,  to 
promote  and  protect  the  good  name  and 
interests  of  the  Art  Trade  generally,  and 
to  make  such  representations  on  its 
behalf  to  Government  Departments  and 
other  bodies  as  may  from  time  to  time 
be  felt  by  the  members  to  be  necessary 
or  desirable. 
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MEYRICK  NEILSON  OF  TETBURY  LTD. 

Gloucestershire  GL8  8DF.  Tetbury  (0666)  52201 


7 


A  burr-walnut  Longcase  Clock  by 
FROMANTEEL  &  CLARKE,  showing 

day  (in  Dutch),  signs  of  the  Zodiac 
and  date,  the  8-day  striking  movement 
with  Dutch  striking  and  alarm  work. 
Date:  c.  1710.  Height  7  ft.  A\  in. 


In  association  with  Stair  &  Co.  Ltd. 
120  Mount  Street,  London,  W.i.  and 
59  East  57th  Street,  New  York,  10022. 


Motorway  approaches:  M.4  Exit  17  -  12  minutes.  M.5  Exit  13  -  25  minutes 
CLOCKS  OF  DISTINCTION  FOR  PLEASURE  AND  INVESTMENT 


MALCOLM  HENDERSON  GALLERY 

SPECIALIST  IN  MARINE  PAINTINGS,  DRAWINGS, 
WATERCOLOURS  AND  ETCHINGS 


JOHN  STOBART 
The  Blackwall  Passenger-Ship  Malabar  leaving  Brunswick  Pier, 
Blackwall  in  August  1860. 
Oil  on  canvas,  size  28  x  46  ins.  Signed. 


FORTHCOMING  EXHIBITIONS 

W.  L.  WYLLIE 

Oil  paintings,  watercolours  and  etchings  of 
"The  Tidal  Thames"  -  catalogue  (56  illustrations) 
£1  including  postage.  (USA  $5  Airmail) 
nth  June  -  26th  June. 
The  above  painting  by  John  Stobart 
will  also  be  on  view  during  this  exhibition. 

CONTEMPORARY  MARINE  ARTISTS 
Roy  Cross,  Charles  Madden, 
Terence  Storey,  John  Webster  and  John  Worsley 
28th  June  -  10th  July. 

11  BURY  STREET,    ST  JAMES'S    LONDON,  SWiY  6AB 

Telephone  01-930  2902 
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By  Appointment 
to  Her  Majesty  Queen  Elizabeth 
Supplier  of  Carpets 


ANTIQUE  TAPESTRIES  AND 
CARPETS  OF  DISTINCTION 


Member  of  The 
British  Antique  Dealers' 
Association  Ltd.- 


An  antique  Bessarabian  Kelim  Carpet  on  yellow  ground,  with  green, 
blue  and  black  foliage,  with  rose  pink  and  blue  flowers, 
surrounded  by  borders  of  similar  colourings. 
In  perfect  condition. 


Size  7 '  5"  x  6 '  5".  2.25  m  x  1 .95  m. 


70  SOUTH  AUDLEY  ST., 
MAYFAIR,  LONDON,  W.I 
01-493  5288 


36  HIGH  ST., 

OXFORD 
Oxford  44197 


HEIM  I 

SUMMER  EXHIBITION  1973  ] 

PAINTINGS  AND  SCULPTURES 
OF  THE  ITALIAN  BAROQUE 

until  21st  September 


Erminia  and  the  Shepherds  by  Francesco  de  Mura 
(1696-1782),  canvas,  130  x  181  cm. 


Tel:  01-493  0688 


59  Jermyn  Street,  St.  James's, 
London,  S.W.I. 
Also  in  Paris:  15  Avenue  Matignon,  Paris  VIII 


Cables:  Heii 
London,  S 


GALERIE  FISCHER 

CH-6006  LUCERNE 

Haldenstrasse  19.  Telephone  041  22  57  72 


Important  paintings  by  old  and  modern 
masters 

Furniture,  carpets,  sculptures,  porcelain,  silver 
Arms  and  armour 

Drawings,  engravings,  watercolours,  books 


International  auction  sales: 

from  29th  June  to  4th  July  1973 
from  13th  to  21st  November  1973 


CASTEELS  Pieter 
Still  life  with  t  lowers 


Antwerpen  1684  -  1749  Ftichemont 
oil  on  canvas    100  x  75  cm 


ull  anb  pear 


FROM  OUR  COLLECTION  OF 
RUSSIAN  ICONS  AND  WORKS  OF  ART 

A  Russian  icon  of  St.  George.  The  Saint  is 
shown  piercing  the  dragon  with  his  lance, 
while  the  Emperor's  daughter  holds  a  leash  in 
her  hand  which  is  around  the  neck  of  the 
dragon.  [8th  century.  Egg  tempera  on 
wooden  panel.  13  inches  x  11  inches. 

List  available  on  request 

P.O.  BOX  261,  EVANSTON,  ILLINOIS  60204 
By  appointment  Telephone  (3 12)  675-01 37 
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Watercolour,  gouache  and  pencil  Signed  with  monogram  and  dated  1904 

14J  x  11J  ins. 


GEORGES  LEMMEN 
1865-1916 

JOHN  MITCHELL  &  SON 

I  8  NEW  BOND  STREET       LONDON  WiY  9PE 

-ABLES:  JONMIT  LONDON  TELEPHONE :  OI-493  7567 


STAND  NO.  78 
GROSVENOR  HOUSE  ANTIQUES  FAIR 
June  13  —  23 


STAIR 

&  COMPANY 


120&125  Mount  Street, 
London,  W1Y  5HB. 

Telephone:  01  -499  1  785/5270. 


Member;  The  British  Antique  Dealers'  Association  Ltd. 

The  National  Antique  and  Art  Dealers'  Association  of  America  Inc. 


59  East  57th  Street, 
New  York,  N.Y.  10022. 

Telephone:  212-355-7620. 


STAIR 

&  COMPANY 


.  1  Fine  George  I  Walnut  Secretaire 
Cabinet  of  a  rare  small  size ;  the 
mirrored  door  opens  to  reveal 
adjustable  shelves  and  small  drawers. 
English,  circa  1715. 
Measurements : 

24"  wide,  1 7"  deep,  6"j\"  high 


120  &  125  Mount  Street, 
London,  W1Y  5HB. 

Telephone:  01  -499  1  785/5270. 


Member:  The  British  Antique  Dealers' Association  Ltd. 

The  National  Antique  and  Art  Dealers'  Association  of  America  Inc. 


59  East  57th  Street, 
New  York,  N.Y.  10022. 

Telephone:  212-355-7620. 


Antiques  Fair 


91  MOUNT  STREET,  MAYFAIR 
LONDON  WiY  5HG    TELEPHONE  01-499  7644 


THE  DORKING  HALLS 
Dorking 

WEDNESDAY— SATURDAY 

JUNE  13th-16th 

11  am  -  9  pm  daily 


Now  in  its  fifth  year 
All  antiques  are  for  sale 


ANTIQUES 
IMPORTER 

AVON  FARM,  BRIAR  HILL  PIKE 
Lexington,  Kentucky  40505 
Phone  606-299-5690 


Eighteenth  Century  English 
Period  Furniture 
And  Accessories 

Monday  Thru  Friday  — ■  10  to  5       Saturday  By  Appointment  Only 


gS   The  Connoisseur,  June,  1973 


LONDON 


TREVOR 

Member  of  the  British  Antique  Dealers'  Association 

ANTIQUES    WORKS  OF  ART 

1  ,UI 


BRIGHTON 


An  important  secretaire  cabinet  in  sycamore,  cross  banded  with  Kingwood,  the  whole  of  excellent 
colour  and  patina.  England.  George  III.  Circa  1790. 
Height:  TO"       Width:  3'  1"      Depth:  1'8£" 


24-25  MOUNT  STREET,  LONDON,  W.l 

-499  82  28  1 2  lines)  TREVTIQUE  LONDON  Wl 


15  SHIP  STREET,  BRIGHTON  1,  SUSSEX 

BRIGHTON  26712  TREMAR  BRIGHTON 


EXHIBITING  AT  THE  ANTIQUE  DEALERS'  FAIR,  STAND  No.  79 


Phillips  If  Harris 


Member  of  the  British  Antique  Dealers'  Association 

54,  Kensington  Church  Street,  London  W.8       Tel:  OI-93J  3133 


Quito,  an  ancient  Indian  city  and  the  oldest  of  the  South  American 
capitals,  was  occupied  by  Sebastian  de  Benalcazar,  one  of  Pizarro's 
officers,  on  5th  December,  1534.  This  view  shows  Quito  lying  on  the 
slopes  of  the  Pichincha  volcano  -  a  Spanish  city  with  streets  running 
North  and  South.  In  the  first  year  of  foreign  rule  the  Franciscans 
established  an  art  school  and  began  the  celebrated  religious  Quiteno  art 

movement  which  flourished  throughout  the  Colonial  period,  and 
embellished  the  churches  seen  in  this  painting.  From  one  of  them,  the 
Sagrario,  independence  was  declared  in  1809. 


INE  FURNITURE 
kONZES  AND 
JRIOSITIES 


J.KUGEL 


279,  RUE  SAINT  HONORE,  PARIS  VIII 
TEL:  073.61.04  &  073.86.23 


ANTIQUE  CONTINENTAL 
SILVER  AND 
GOLD  BOXES 


Two  reproductions  of  extremely  fine  French  beakers  with 
six  different  applied  motives  by  Eloi  Guerin,  Paris  1745. 


NEWHOUSE 


GALLERIES,  Inc. 

Established  1878 


JURIAEN  VAN  STREECK 

(1632-1687) 

A  distinguished  signed,  recorded  and  reproduced  work 
Size  335  by  275  inches 

19  East  66th  Street       New  York  City 

Telephone:  (212)  TR  9  -  2700       Cables:  EMAYENGAL 


A  walnut  and  parcel  gilt  mirror,  c.  1 725 

A  walnut  centre  table  on  cabriole  legs,  c.  1720 

A  pair  of  late  17th  century  French  walnut  chairs,  c.  1700 

From  our  collection  of  17th  and  18th  century 
English  furniture  displayed  in  the  18  period 
rooms  of  a  Georgian  manor  house  only  1  hour 
from  London  by  the  A.i. 

Exhibitors  at  the  Grosvenor  House  Antiques  Fair, 
Stand  No.  40 


PHILLIPS  of  HITCHIN 

(ANTIQUES)  LTD. 


ouse 


Telephone  Hitchin  2067  i^-j  1 

std  0462  2067      cy  levljorasnire 


'dsL\ 


Cables 
Phillips  Hitchin 


Members  of  the  British  Antique  Dealers'  Association. 


TUDOR  HOUSE  TT       II/       TTT?  TT       T  TT^  27-29  BROOK  STREET 

BROADWAY  H        \\         k  h   I       ,      I      i    1  J  BOND  STREET 

WORCESTERSHIRE  *  *  •              •     11.JJ1U         i  M.  LONDON  W.l. 

Tel :  038-681  2408  Member  of  The  British  Antique  Dealers  Association  Limited  Tel :  01-629  6448 


An  interesting  late  17th  Century  walnut 

Cabinet  on  Chest  of  small  proportions  and  faded  colour. 

The  well  figured  doors  enclose  drawers  and  the  brass  hinges 

and  straps  are  finely  engraved. 

Width  2'  10"  Depth  1' 4"  Height  5' 2" 


Stand  No.  37 

The  Grosvenor  House  Antiques  Fair 


In  association  with  Forge  House,  Broadway, 

the  leading  Interior  Decoration  Centre  in  the  Midlands 

and  H.  W.  Keil  (Cheltenham)  Ltd. 


ORIGINATORS  OF  THE  FAMOUS  KEIL'S 
WAX  POLISH. 


ANTIQUES  AND  WORKS  OF  ART 


A  Ming  Dynasty  carved  Rhino  horn 
libation  cup 


Rare  Pair  of  Blue  Jade  Ducks 


Jadeite:  Light  Blue  Color 
China,  Circa  1880 
Height:  6  Inches  and  5t  Inches 


ALEXANDER   WALLEN,  INC. 

Dealers  in  Oriental  and  Continental  Arts 

SUITE  737  •  BENJAMIN  FOX  PAVILION 
JENKINTOWN.    PENNSYLVANIA  19046 
PHONE:  (215)  TUrner  6-5653 

SINGLE    ITEMS    AND    COLLECTIONS  PURCHASED 


Rowland's  Antiques 

Route  202  -  Route  413 
Buckingham,  Bucks  County,  PA.  18912 
Telephone:  (215)  794-7611 

Member  of  The  National  Antique  and 
Art  Dealers'  Association  of  America,  Inc. 
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Abbie  Vischschoonmaker  Galleries 

International 


Rugs  and  Tapestries 


Specialists  in  Antique  Oriental  Silk  Rugs  and  Carpets 


Tel:  020  929550 


Export  Office: 
12  S'-Gravesandeplein 
Amsterdam,  Holland 

Cables:  Vipeta       Telex:  Krusped  13008 


Gallery  : 
2,  ^evenend, 
Laren  n.h. 
Holland 

Telephone:  02153  3806 


Gallery  : 
47  Maddox  Street, 
( off  New  Bond  Street ) 
London  W.i 
Telephone:  01-493  8j8g 


HOFF  ANTIQUES  LTD. 

66a  KENSINGTON  CHURCH  STREET, 
LONDON  W8  4BY.  Telephone:  01-229  5516 


FINE  18th  CENTURY 
ENGLISH  &  CONTINENTAL 
PORCELAIN 


MEISSEN  Circa  1724 
Height:  18.3  cm  (7J  in) 


Stand  no.  9,  Grosvenor  House 
Antiques  Fair 
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BY  APPOINTMENT 
DEALERS  IN  ANTIQUE  FURNITURE  AND  WORKS  OP  ART 
TO  THE  LATE  QUEEN  MARY 

M.  Harris  &  Sons 


ESTABLISHED  1868 


44I52  NEW  Oxford  Street,  London  WC1A  1ES 

Telegrams:  Artisonne  London  WCIA  1ES 


Telephone:  01-636  2121 


A  very  rare  and  important  late  i8ih  Century  English  Secretaire  Cabinet 
veneered  in  finely  figured  satiuwood,  the  cornice  having 
original  painted  decoration  and  the  secretaire  with  a  blue 
Wedgwood  plaque  to  the  small  centre  cupboard. 

A  similar  Cabinet  is  illustrated  in  "  The  Dictionary  of 
English  Furniture"  by  Ralph  Edwards- Fig.67. 

Width:  5  ft.  2  ins.  Depth:  r  ft.  10  ins.  Height:  7  ft.  10  ir  s. 


Antique  English  and 
Continental  Silver 
Minor  Paintings 


H.  S.  WELLBY 


Signed  and  dated  JOSEPH  HEARD  184.J  Oil  on  canvas,  28  by  40  in. 

16c  Grafton  Street,  London,  W.i    Telephone:  01-493  ir97 


I A  X  O.  HASTIE 


SALISBURY  2957 


Rare  Early  19th  Century 
Silver  Inlaid  Armenian 
Tripod  Table  with  original 
maker's  label 
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Arthur*  Ackerm ann  &  Son,  Inc. 

50  EAST  FIFTY-SEVENTH  ST.,  NEW  YORK,  N.Y.  10022  •  (212)  PL  3-5292 


i 


EDWARD  MARSHALL  BOEHM,  the  lati 

artist  -  naturalist  -  porcelainist,  by 
Cosentino.  256  pages,  150  iliustra 
60  in  color.  Published  by  Edwan 
Boehm,  Inc.,  in  two  superb  editions 

Limited  edition  of  3500  copies,  r 
cover  with  inlaid  limited  edition  E 
celain  plaque,  designed  by  Mr.  B 
foil  stamp,  English  hand-made  end 
cameo  cut-out  linen  slipcase,  $15 
to  prior  sale). 

Regular  edition,  $35. 


CHRISTOPHER  GIBBS  LTD. 

118  NEW  BOND  STREET,  LONDON,  WrY  9AB 
TELEPHONE:  01-629  2008/9 


A  superb  carved  giltwood  William  and  Mary  looking  glass 
with  its  original  bevelled  plates.  Collection. 
Duke  of  Leeds.    Hornby  Castle. 
101  ins.  high  (2m.57.)  x  47  ins.  (lm  19.) 


BY  APPOINTMENT  ANTIQUARIES  OF  CHINESE  WORKS  OF  ART 
TO  H.M.  THE  KING  OF  SWEDEN 

BLUETT  &  SONS  ltd. 

Oriental  WoxU  of  grt 


Chinese  vase,  mei-p'ing,  stoneware  decorated  with  bold  chrysanthemum  flowers 
and  leaves  painted  in  brown  on  the  btijf  ground  body. 
Tz'u-chou  ware.  Sung  period  A.D.  g6o-i2jg.  Height:  ins. 

"The  Tz'u-chou  group  is  a  large  one  and  is  unique  in  Sung  ceramics  in  that  it  exploits  to  the  full  techniques  of  decoration 
entirely  different  from  other  wares;  these  are  broadly: 

(a)  Freehand  brush  painting,  usually  of  floral  sprays  in  sepia  or  black  on  a  white  slip. 

(b)  Fainting  with  over-glaze  enamel  colours,  in  red,  green  and  yellow. 

(c)  The  SgrafTiato  technique  of  cutting  through  a  slip  or  glaze  of  one  colour  to  form  a  design  contrasting  with  a 
differently  coloured  slip  or  glaze,  or  the  body  beneath. 

(d)  Incising  a  design  in  the  paste  and  filling  it  with  a  contrasting  colour. 

(  Colourless  or  cream  glazes  covering  the  entire  pattern  are  usual,  but  green  and  brownish  glazes  were  also  used.  A  turquoise 
b!uc  seems  to  be  a  later  innovation,  perhaps  dating  from  the  fourteenth-fifteenth  century,  as  the  Tz'u-chou  kilns  in  Chihli 
ere  in  operation  after  the  Sung  period  and,  indeed  into  modern  times.  These  later  specimens  are  not  usually  difficult  to 
di  tinguish  from  the  Sung  examples,  once  the  latter  become  familiar.  The  body  material  is  usually  a  buff-grey  stoneware 
m  le  in  a  large  variety  of  shapes  including  vases,  pillows,  bottles,  jars  and  bowls,  all  of  free  design  and  somewhat  heavily 
potted,  as  well  as  some  figures."* 

The  vase  in  our  illustration  comes  into  group  (c)  above,  the  design  cut  through  to  the  body  itself. 

"Extract  from  Introduction  to  Chinese  Pottery  and  Porcelain  by  C.  J.  B.  Medcalf,  the  Cresset  Press,  1955.  Copies 
available  on  request  from  Bluett  &  Sons  Ltd. 

EXHIBITING  AT  GROSVENOR  HOUSE  ANTIQUES  FAIR  STAND  No.  15 
Member  of  The  British  Antique  Dealers'  Association. 

48  Davies  Street,  London  —  wiy  ild 


Telegrams:  "Chineceram,  London,  W.l"  Telephone:  01-629  4018  &  3397 


A  George  III  Japanned 
Half  Circle  Commode 
34  inches  wide  -  18  inches  deep 
36  inches  high 


King  and  Chasemore 


Andres  Vermeulen  -  A  summer  landscape,  signed,  oil  on  canvas  21"  x  27" 
sold  for  £2,100. 

All  sales  may  be  viewed  the  previous  Saturday  and  Monday 
from  10  a.m.  to  5  p.m. 

Catalogues  obtainable  from  the  Auctioneers,  price  25p  for  a  three-day 
sale,  unless  otherwise  stated. 

Insurance  Valuations  undertaken  by  qualified  staff. 

OFFICES 

Station  Road,  Pulborough  (Tel:  2081/6)  Horsham, 

Petworth,  Storrington,  Angmering,  Sussex, 
and  at  Chilton,  near  Aylesbury,  Bucks,  and  Oxford. 
In  association  with  Agence  du  Chateau,  Antibes,  France  (34  24  45) 


THE  PULBOROUGH  SALEROOMS 

JUNE 

19th  11.00  Selected  18th  and  19th  Century  oil  paintings,  watercolours 
and  prints,  including  a  selection  of  sporting  paintings  and 
prints. 

19th  14.30  Miniatures  and  Silhouettes. 

Pot  lids,  Fairings,  Prattware,  Baxter  and  Le  Blond  prints, 

Stevengraphs,  etc. 
20th  11.00  Fine  Georgian  and  Victorian  furniture. 
20th  14.30  Bronzes,  Works  of  Art,  Decorative  items,  etc. 
21st  11.00  Fine  English  and  European  Porcelain. 
21st  14.30  Oriental  Porcelain,  Eastern  works  of  Art,  Bronzes, 

Ivories,  etc. 
22nd  11.00  Antique  and  modern  silver. 

22nd  14.30  Antique  and  modern  Jewellery,  Bijouterie,  Objcts  d'Art, 
etc. 

JULY 

10th  11.00  Oil  paintings,  watercolours  and  prints. 
10th  14.30  Antiquarian  and  modern  books,  maps,  documents,  etc. 
nth  11.00  Oriental  and  European  Carpets  and  Rugs, 
nth  17th  and  18th  Century  Oak  and  Walnut  furniture, 

nth  14.30  Antique  pewter,  Metalwork,  Antiquities,  etc. 
nth  Antique  weapons,  shotguns,  militaria,  etc. 

12th  11.00  English,  European  and  Oriental  porcelain. 
1 2th  14.30  1 8th  and  19th  Century  drinking  glasses,  decorative  glass, 
etc. 

13th  11.00  Toys,  Costumes,  Bygones,  Miscellanea. 

13th  14.30  Clocks,  watches,  musical  boxes,  automata,  etc. 
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BP 


Rare  Serpentine  Mahogany  Credenza,  Circa  1750 

Made  at  Nantes,  this  important  piece  represents  the  introduction  of  mahogany  into  France. 
The  two  doors  are  heautifully  carved  with  allegories,  while  the  side  panels 
show  a  monogram  carved  in  a  cartouche.  The  short  catrio  lei  egs  are  grac  efully  carved 
with  acanthus  leaves.  Origin  al  hrasses.  Length,  79";  Depth,  30";  Height,  40". 

THE  PAINTING  is  hy  Nicholas  Maes  and  is  signed  and  dated  1655. 
Maes,  (1632-1693),  is  regarded  as  one  of  the  hest  Dutch  genre  painters.  He  studied  under 
Remhrandt  in  Amsterdam.  Collections  of  Maes  paintings  are  included 
in  museums  all  over  the  world.  Width,  33Va";  Height,  26Va". 

Manneim  Galleries 

Established  1QW 

409  Royal  St.,  NEW  ORLEANS,  504-524-0846  /  2520  Fair.nount  Ave.,  DALLAS,  214-742-2364 

The  largest  and  most  comprehensive  collection  of  antique  English,  Continental  and  Oriental  Furnishings, 
Porcelains,  Paintings,  Silver  and  Jade  in  Dallas  and  New  Orleans.  Also  Agents  for  Boehm  Birds. 


1THE  COMPLETE  ANTIQUES  PRICE  LIST.  Fifth 
Edition  by  RALPH  and  TERRY  KOVEL.  Alpha- 
betically organized  with  40,000  1972  prices  from 
auctions,  dealers,  and  antique  shows.  Indispensable 
for  collectors  —  both  amateur  and  professional. 
With  more  than  500  illustrations  in  color  and  black 
and  white.  Flexible  binding,  $5.95 


2 THE  OFFICIAL  BOTTLE  PRICE  LIST.  Second 
Edition  by  RALPH  and  TERRY  KOVEL.  The 
guide  that  bottle  collectors  have  made  so  enor- 
mously popular  —  revised  and  updated  from  start 
to  finish.  More  than  12,500  prices;  alphabetical  en- 
tries; over  400  illustrations  in  color  and  black  and 
white;  lots  of  new  features.  Coming  in  June.  Flexible 
binding,  $4.95 


3 ORIENTAL  ANTIQUES  AND 
COLLECTIBLES,  A  GUIDE  by 

ARTHUR  and  GRACE  CHU.  The  first 
modestly  priced  book  to  provide  a 
complete  survey  of  Far-Eastern  an- 
tiques, stressing  the  many  low-priced 
items  still  available.  More  than  240 
black-and-white  illustrations  and  20 
color  plates.  $7.95 


4 CLOCKWORK  MUSIC  by  AR- 
THUR W.  J.  G.  ORD-HUME.  This 
book  recounts  the  centuries-old  his- 
tory of  mechanical  musical  instru- 
ments —  marvels  like  the  barrel  or- 
gan, the  player  piano,  mechanical 
musicians  and  orchestras,  and  sing- 
ing birds.  Lavishly  illustrated  with 
photographs,  advertisements,  an- 
nouncements, and  catalogues.  7%" 
x  10".  $10 


5 INKSTANDS  AND  INKWELLS.  A 
Collector's  Guide  by  BETTY  and 
TED  RIVERA.  The  first  hardcover 
book  to  examine  in  depth  all  types 
of  inkwells,  stands,  and  bottles  from 
the  earliest  to  the  Art  Deco  pieces 
of  the  1930's.  Hundreds  of  examples, 
rare  and  historically  significant  as 
well  as  common,  are  described  and 
illustrated.  8  pages  in  full  color. 
Coming  in  July.  $7.95 


AMERICAN  COUNTRY  FURNITURE: 
1780-1875.  By  Ralph  and  Terry  Kovel. 
$7.95 

AMERICAN  GLASS.  By  Helen  and 
George  S.  McKearin.  $14.95 

THE  BOOK  OF  OLD  SILVER:  English. 
American,  Foreign.  By  Seymour  B. 
Wyler.  $6.95 

THE  BOOK  OF  POTTERY  AND  POR- 
CELAIN: Revised  Edition.  By  War- 
ren E.  Cox.  2  volumes  boxed,  $17.50 


10.  BOTTLES,  FLASKS  AND  DR.  DYOTT. 

By  Helen  McKearin.  $5.95 

11.  THE  COLLECTOR  S  BOOK  OF 
BELLS.  By  Lois  Springer.  $9.95 

12.  THE  COLLECTOR'S  ENCYCLOPE- 
DIA OF  DOLLS.  By  Dorothy  S.,  Eliza- 
beth A.,  and  Evelyn  J.  Coleman.  $25 

13.  CURRIER  AND  IVES  PRINTS:  An 
Illustrated  Check  List.  By  Frederic 
A.  Conningham.  Updated  by  Colin 

Simkin.  $12.50 


14.  DICTIONARY  OF  MARKS  -  POT- 
TERY AND  PORCELAIN.  By  Ralph 
and  Terry  Kovel.  $4.95 

15.  A  DIRECTORY  OF  AMERICAN  SIL- 
VER, PEWTER  AND  SILVER  PLATE. 

By  Ralph  and  Terry  Kovel.  $5.95 

16.  EARLY  AMERICAN  EMBROIDERY 
DESIGNS.  By  Mildred  J.  Davis.  $10 

17.  EMBRODERY  DESIGNS:  1780-1820. 

Edited  by  Mildred  J.  Davis.  $7.50 


18.  A  FORTUNE  IN  THE  JUNK  PILE.  By 

Dorothy  H.  Jenkins.  $5.95 

19.  GERMAN  ENAMELED  GLASS:  The 
Edwin  J.  Beinecke  Collection  and 
Related  Pieces.  By  Axel  von  Saldern. 
Slip-cased,  $38 


20. 


THE  GLASS  OF  FREDERICK  CAR- 
DER. By  Paul  V.  Gardner.  $20 


21.  A  GUIDE  TO  THE  COLLECTING 
AND  CARE  OF  ORIGINAL  PRINTS. 

By  Carl  Zigrosser  and  Christa  M. 
Gaehde.  $3.50 

22.  KNOW  YOUR  ANTIQUES.  By  Ralph 
and  Terry  Kovel.  $7.95 

23.  LOUIS  C.  TIFFANY:  Rebel  in  Glass 
—  Revised  Edition.  By  Robert  Koch. 
$8.50 


24.  LOUIS  C.  TIFFANY'S  GLASS  • 
BRONZES   •   LAMPS:  A  Complete 

Collector's  Guide.  By  Robert  Koch. 
$8.50 

25.  MILK  GLASS.  By  E.   M.  Belknap. 
$8.50 

26.  OLD   GLASS   PAPERWEIGHTS.  By 

Evangeline  H.  Bergstrom.  $8.50 


EACH  A  STANDOUT  IN  ITS  FIELD 

Now  at  your  bookstore,  or  use  this  coupon  to  order  direct  from  CROWN  PUBLISHERS.  Please  refer  to  numbers  preceding  book  titles. 


CROWN  PUBLISHERS,  Dept.  C-673 

419  Park  Ave.  South,  N.Y.,  N.Y.  10016 
Please  send  me  the  antiques  book(s) 
whose  rumber(s)  I  have  circled  below. 
I  enclose  check  or  money  order  in  the 
amount  indicated  in  your  advertise- 
ment (New  York  and  New  Jersey  resi- 
dents please  add  applicable  sales  tax). 


If  not  competely  satisfied.  I  may  re- 
turn the  book(s)  postpaid  within  10 
days  for  full  refund. 

1   2  3  4  5   6  7  8  9  10  11  12 

13  14  15  16  17  18  19  20'  21  22 
23  24  25  26 


Name_ 


Address, 


City_ 


State- 


J!ip- 


I 

4 
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VILLIERS  GALLERY 

OLD  MASTERS:  ITALIAN  -  DUTCH  -  FLEMISH  -  FRENCH 

WORKS  OF  ART 
38  CONDUIT  STREET  -  LONDON  W1R  9FB  Telephone  01-499  2495 

Corner  NEW  BOND  STREET 


9am 


Transitional  petite  commode  signed  c.  Topino,  JME 
Received  master  in  1773 

This  is  an  exquisite  example  of  Charles  Topino  craftsman- 
ship. The  top  surrounded  by  a  brass  gallery,  the  four  sides 
and  the  Knee  Hole  shelf  stretcher  are  entirely  inlaid  with 
marquetry  sprigs,  basket  of  flowers  and  an  elaborate  musical 
trophy  contained  within  a  laurel  border. 

The  side  drawer  contains  the  period  ormolu  ink-well. 

27£"  high  (70  cms)  19£"  wide  (50  cms)  13|"  deep  (35  cms) 


"7 


H.  W.  Poulter  and  Son 


279  Fulham  Road  London  S.W.10 
Telephone  01-352  7268 

1 8th  Century  Chimney  pieces,  Grates,  Fenders,  Fire  Irons  and  Chandeliers 


STATUARY  MARBLE  CHIMNEY  PIECE  INLAID  WITH  GREY  CRYSTAL 
AND  WEDGWOOD  PLAQUES  -  i8th  CENTURY 

69  ins  wide  (175  cms.)  x  54  ins  high  (137  cms.) 
Opening:  44  ins  wide  (112  cms.)  x  39  ins  high  (99  cms.) 


IRISH  CARVED  STATUARY  MARBLE  CHIMNEY  PIECE 
WITH  BROCATELLA  INLAY  -  18th  CENTURY 

75  ins  wide  (190  cms.)  x  56  ins  high  (142  cms.) 
Opening:  48  ins  wide  (122  cms.)  x  41  ins  high  (104  cms.) 


HENRY  CHEEYER  PRATT,  View  of  the  Maricopa  Mountains,  Rio  Gila,  Arizona,  1854,  oil  on  canvas  33x48  inches 


June  7— July  6 

THE  AMERICAN  WES1 

Paintings,  drawings  and  watercolors  by 
BIERSTADT,  CATLIN,  SCHREYVOGEL,  REMINGTON, 
RUSSELL  and  many  others. 

Kennedy  Galleries  has  acquired  a  major  collection  of 
Western  American  Art,  which  is  included  in  this  exhibition. 

Kennedy  Quarterly,   The  American  West,   available,  $2 

KENNEDY  GALLERIES 

20  E.  56th  ST.  NEW  YORK  10022,  (212)  758-3850 

Summer  Hours  open  Monday-Friday 


O'HAIj 

13  CARLOS  PLACE,  GROSV^ 
24th  Mj  1 


SUMMER  EXHIBITION 

OF  19TH  AND  20TH  CENTURY  PAINTINGS  AND  SCULPTURE 

including  a  collection  of  gouaches 
by  Eugene  Galien  Laloue 


LLERY 

|tE,  LONDON  Wi  01-499  1562 
mber  15th,  1973 


Aristide  Maillol 
Bronze,  height  9  inches 


Les  Deux  Lutteuses 
Executed  1900 


SUMMER  EXHIBITION 

1  OF  19TH  AND  20TH  CENTURY  PAINTINGS  AND  SCULPTURE 

including  a  collection  of  gouaci. 
by  Eugene  Galien  Laloue 


ORIENTAL 
FINE  ART 

GENE  QUINT  AN  A 

By  appointment  only. 

1 821  Rockwood  Dr  Sacramento,  California  95825 
Telephone  Toll  Free  (from  anywhere  in 

continental  U.S.A.)  (800)  824-0981 
(California  residents  call  (916)  451-4532) 

Head  of  a  lohan  in  glazed  stoneware. 
Liao  Dynasty,  10th-12th  century. 
Height  17  inches. 

Ex  collection:  General  J.W.N.  Munthe, 
Peking 

Exhibited:  Los  Angeles  County  Museum, 
October  1927 

No.  21  in  General  J.W.N.  Munthe  collection 
catalogue 

Literature:  Travels  to  the  Far  East  by  Otto 
Fischer,  published  1939  -  Oriental  Art 
Magazine,  Spring  1969,  page  53 
A  similar  head  is  in  Newark  Museum. 
See  Oriental  Art,  Spring  1969,  Page  34 


The  new  1973/74 

International 

Auction 

Records 

for 

ENGRAVINGS 

DRAWINGS 

WATERCOLOURS 

PAINTINGS 

AND  SCULPTURE 

is  on  sale  now 

The  only  annual  art  price  index  quoting 
minor  artists  and  giving  prices  of  works  sold 
for  less  than  £100 


The  following  information  is 

given  (when  available) 

for  each  of  the  18,000  works — 


#  NAME  OF 
ARTIST 

#  DATE  OF  BIRTH 
AND  DEATH 

#  TITLE 

#  DATE  AND  SIZE 
OF  THE  WORK 

#  PRICE  IN 
ORIGINAL 
CURRENCY  AND 
IN  $ 

#  NAME  OF 
AUCTIONEER 

#  DATE  OF  SALE 


Please  send  me  copy/ies  of  INTERNATIONAL  AUCTION 

RECORDS  1973/74  @  £i3-50  (UK  only)  post  free  or  $43  (Abroad) 
post  free  air  mail. 

I  enclose  cheque/P.O.  for  the  sum  of   

Name  

Address   


Return  to  HILMARTON  MANOR  PRESS, 
CALNE,  WILTS,  U.K.  Dept.  C 

Registered  Company  No.  139101006 
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The  Grand  Tour 


(and  little  tour) 


Watercolour,  4.9  x  7.1  in. 


Artist  unknown 


AN  EXHIBITION 

of  those  artists  who  travelled  in  style  and  others 
who  made  their  way  in  a  humbler  fashion 

JUNE  1 4th -29th 

1 8th  and  19th  Century  English  and  Continental 
Watercolour  Drawings 


Gerald  M.  Norman  Gallery 

8  Duke  Street,  St.  James's,  London,  S.W.i 
Telephone  01-839  7595 


»>« 


iBf^Vi-i"  - 
0 & 


3--'  i>  '.j 


A.  ARDITTI 

12b  Berkeley  Street, 

London,  W.l  Tel.  01-629  0885 

ANTIQUE  TEXTILES 


A  FINE  EARLY  18th  century  ENGLISH 
SILK  EMBROIDERED  LINEN  BED-COVER. 
Composed  of  Biblical  subjects  and 
the  seven  wonders  of  the  world. 
6  ft  9  in  x  5  ft  9  in 

Fresh  shades  of  Red,  Blue,  Green, 
Yellow  and  Olive 


Fine  Old  Chinese  Ceramics 
Works  of  Art 

SYDNEY  L.  MOSS 

LTD. 


A  FINE  CHINESE  POTTERY  GRANARY 
URN  STANDING  ON  THREE  SHORT 
FEET  WHICH  SUPPORT  THE  TALL 
CYLINDRICAL  SHAPED  BODY,  THE 
WHOLE  COVERED  WITH  A 
DEGRADED  GREEN  GLAZE. 
HAN  DYNASTY.  206  B.C.  220  A.D. 
Height  1 3  inches. 

Stand  61  Grosvenor  House  Antiques  Fair 

51  BROOK  STREET,  LONDON,  W.l 


Established  1910 


01-629  4670 
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J.  F.  LEWIS  18  x  24  inches  The  Circassian 


PAINTING  IN  ENGLAND 

1630-1870 

5th  June  -  13th  July 


43  Old  Bond  Street, 

London  W.i 

Tele  grams:  RESEMBLE,  LONDON  Monday  -  Friday  9.3°  a.m.  -  £.30  p.m. 

Telephone:  01-6296176  Thursday  until  7.00  p.m. 


'25 


GEORGE  HORAN  Oriental  Antiques  LTD. 

By  Appointment,  Suppliers  to  the  Corps  Diplomatique 

"To  ravish  the  eye,  rich  ornaments  may  be  prized, 
But  such  precision  must  be  wrought  that  it  appeals  to 
the  heart  as  true"  Lu  Chi  (261  -303  A.D.) 
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f/ne  s(or?e  head  of  a  Bodhisattva,  Sung  Dynasty. 
16  inches  high. 


28  St.  CHRISTOPHER'S  PLACE, 
WIGMORE  STREET,  LONDON  W1 
Telephone:  01  -935  7359  1 1  a.m.  to  5.30  p.m. 
Evenings  01  -622  5968 


BIGGS 

of 

M  AIDENHEAD 

(F.  R.  &  M.  H.  STAMP) 


EST.  1866 
Over  100  years 
of  fine  dealing. 


(A) 


Magnificent  mantel  clock  by  Vulliamy  No.  457, 
circa  1807. 

Height  I2j*(32  cms),  width  18* (45.5  cms), 
depth  4*  (10  cms). 

Stand  No.  42,  Grosvenor  House  Antiques  Fair, 
13th  to  23rd  June. 

Open  Tuesday  to  Saturday,  Closed  Monday 
Hare  Hatch  Grange,  nr.  Twyford,  Berks. 
Telephone:  Wargrave  (STD  0735  22)  3281 

(Leave  M4  at  Junction  No.  9)   
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ASTOR  GALLEK 

7^4  Broadway,  New  York,  N.Y. 

WILL  SELL  AT  PUBLIC  AUCTION 
AN  IMPORTANT  COLLECTION  OF  FRENCH  PERIOD  FURNITURl  AND  FURNISH 

including 


ist  of  Young  Boy  signed 
ljou  F.  &  dated  1772 

mis  X  V  Tulipwood 
osewood  Secretaire 
battant 

lir  of  Turquoise  Blue 
cros  Mounted  in  Bronze 
ore 

no  Blanc  de  Chine 
nopean  Equestrian 
(jures  Kang  HSI 

of  Four  Taoist 
nortals  Kang  HSI 

is  X  VI  Satinwood 
rquetry  Gueridon 

is  XV  Tulipwood  ^ 
vood  Workable 

of  Four  Louis  X  VI 
ronze  Dore  Bas  Reliefs 

I'acques  After  Claude 
Ichel  (Clodion) 
uis  X  VI  Mahogany 
luillotte  Table 

s  XVI  Carved 
ted  Trumeaus 


EIGHT  PIECE  SUITE  OF  LOUIS  XV  CARVED  AND  CU  D-  /w  0f  iauu  Xiv 
ED  SEAT  FURNITURE  BY  CLAUDE-ETIENNE  MICHARD    Carved  4  aided 


LOUIS  XVI  MAHOGANY  COMMODE  SIGNED  IEAN- 
HENRI  RIESENER 

LOUIS  XV  MARQUETRY  GUERIDON  WORKTABLI 
BY  BERNARD  PERIDIEZ 

PAIR  LOUIS  XVI  MAHOGANY  GRAND  CONSOI  I 
DESSERTES  BY  PIERRE  DUPRE 

TWO  PAIRS  BEAUVAIS  TAPESTRIES  AFTER  JFAN- 
BAPTISTE  LE  PRINCE  CIRCA  1760 

SET  THREE  REGENCE  CARVED  BEECI IWOOD  AND 
CANE  FAUTEUILS  BY  FALCONET 

IMPORTANT  PAIR  OF  LOUIS  XVI  MARQUETRY 
ENCOIGNURES 

LOUIS  XV  TULIPWOOD  AND  SYCAMORE 
MARQUETRY  COMMODE 


REGENCE  BRONZE  DORE  CARTE  I  ,  MOVEMENT  BY 
PETER  CARON  CIRCA  x7is 

LOUIS  XV  BRONZE  DORE  BOAR  MANTEL  CVmk 

MOVEMENT  BY  JEAN-BAPTISTE  DUTERTRE  CIRCA  i73o 


Torcheres 

Regence  Needlepoint 
Six-Fold  Floor  Screen 


.Louis  XVI  Carved, 
Fainted      Parcel  Gilded 
Barometer  J  Thermometer 

Louis  XVI  Painted 
Canape  D' Alcove 


Pair  Louis  X  VI  Carved 
<$_  Painted  ChautffflsSk 

Louis  X  VI  Bronze  Dore 
8i_  Crystal  Chandelier 

Two  Louis  XVI  Carved 
Marble  Mantels' 

Pair  Louis  X  V  Bronze 
Dore  Candelabra 


Louis  X  VI  Mahogany 
Poudreuse 


CHINESE,  JAPANESE  AND  OTHER  CERAMICS  AND  PORCH  AINS 

PERIOD  RUGS,  PAINTINGS  AND  TAPESTRIES 

EXHIBITION  DAYS  -  1  WEEK  PRIOR  TO  SALE 
SALE  DAYS  -  WEDNESDAY  &  THURSDAY^  JUNE  13th  &  14th 


Louis  Liebson 
PHONE  212-GR  3-i6$8 


Auctioneers 


RaId 


HONED 


Caelt  Gallery  Edward  T.  Crawshaw 

182  Westbourne  Grove.  London.  W.  11 
telephone  01.229.9309 


Stock  of 
500  pictures 


Portrait  of  the  dead  David  Learmonth 
Oil  on  canvas  23"  by  31" 

David  Learmonth  was  killed 
at  the  Battle  of  Bissenberg 
1627,  ased  32 


WYBERTON  PARK 
ANTIQUES 

BOSTON,  LINCOLNSHIRE 
Telephone  2194 

(30  minutes  drive  from  Al  at  Grantham) 


18th  and  early  19th  century 
ENGLISH  FURNITURE 


Small  and  rare  folding  card  table,  with  concealed  frieze 
drawer  at  front.  Circa  1745. 
29  in.  high,  27  in.  wide,  14|  in.  deep. 
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MELTON  COURT 
7  OLD  BROMPTON  ROAD 
LONDON  SW7 
Tel:  01-589  5704 
Opposite  South  Kensington  Station 


A  fine  quality  Regency  Period  Hexagonal 
Brass  Hall  Lantern,  suspended  from  Corona  staves, 
with  a  Honeysuckle  and  ribbed  shell  ©n  body. 

Height:  2  ft.  8J  ins. 
Diameter:  1  ft.  3  ins. 
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EDWARD  COHEN 


40  Duke  Street,  St.  James's,  London  SW1 
01-839  5180 


f 


41  f 


Bernhard  Fiedler  (1816-1 904) 
The  Old  City  of  Jerusalem  viewed  from  The  Mount  of  Olives 
Signed,  inscribed  and  dated  1874 


22\  ins  x  37£  ins 


DAVID  GEIDER  GALLERY 

New  Address:  9  West  Halkin  Street,  Belgravia,  London,  S.W.i. 

Telephone:  01-235  5623 


Jakob  Bogdany  op.  c.1700-24  Oil  on  canvas  40"  x  50" 

From  the  Collection  of  Sir  Cooper  and  Lady  Rawson 


American  School  circa  I860 


Oil  on  canvas  18"  x  32" 


Sierra  Nevada 


Fine  English  and  European  Paintings 


Exhibiting  at  the  Grosvenor  House  Antique 
Dealers' Fair.  Stand  No.  68. 


138  REGENT  STREET,  LONDON 
ESTABLISHED:  1865 


at  Wartski 

Mtion  often  Russian  Figures 

ip  wed  of  Stones  of  Colour  by  Carl  Fabcrge. 
be  held  at  138  Regent  Street,  London  W.i, 
•n  Thursdav  31st  May  until  Saturday  16th  June 


A  pair  of  silver-gilt  Flagons 

it-card  decoration,  engraved  with  the  Arms  of  Flood  impaling 
Bearing  maker's  mark  of  Three  Storks. 
London  1685. 

Height  approximately  14  inches. 


'urccll 


1 


WallyBFindlay  Galleries  International 


new  york  -  Chicago 
palm  beach  -  pans 


\~  II 


11  un  romain  a  pans 

june  8  -  july  10 


2  avenue  Matignon  -  Paris  8e  -  tel.  225-TO-74,  opei 


An  unusually  fine  matched  set  of  4  George  11  cast  candlesticks,  made  in  London  in  1754  by  J.  Cafe.  Height,  8  inches; 
total  weight,  65  ounces.  Other  sets  of  Georgian  candlesticks  available. 

Antique  English  Silver 

CHOICE  GEORGIAN  HOLLOW  ARE  AND  COLLECTORS'  PIECES 
LARGE  SELECTION  OF  FLATWARE  INCLUDING  COMPLETE  TABLE  SERVICES 
Illustrated  catalogue  available  in  the  United  States    All  mail  orders  sent  on  approval 


Open  Tuesday  through  Saturday,  10  to  5 
Closed  Saturdays  in  summer  and  all  of  January  and  August. 

The  aON  MHRK 

^Antique  English  Silver 
^Antique  {jewelry 

554  Lincoln  Avenue,  Post  Office  Box  276,  Winnetka,  Illinois  60093 
Phone  312-446-8448  •  Charles  W.  Packer  •  Virginia  W.  Packer 


'35 


Thomas  Lumley  Ltd 

Stand  brook  House  2-5  Old  Bond  Street  London  Wl  Telephone  01-629  2493 


A  set  of  4  George  I  silver  Candlesticks  By  William  Lukin  London  1721 
Height:  7f  inches  (19.75  cms) 

The  contemporary  engraved  armorials  are  those  of  Astrop  Co.  Lincoln,  impaling 
Quincy  Co.  Lincoln  for  Vincent  Amcotts  of  Harrington  (1683-1733) 

Grosvenor  House  Antiques  Fair.  Stand  number  69 


KENNETH  BROWN  ,NC 

JEWELLERS     •     ASIATIC  ART 


Box  in 


1 1 44  Prospect  St. 
La  Jolla,  California  g20jy 


454-2700 


Porcelain  figure  of  a  sage 
decorated  in  blue  and  white 
holding  a  pagoda  in  his  right  hand. 
One  of  a  pair,  (see  May  issue). 
Early  Ching  Dynasty. 
Figure  \A\  inches  high; 
base  A\  inches  high. 
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ANTIQUAIRES 

A  PARIS 


DIDIER  AARON  &  Cie 
32,  avenue  Raymond-Poincare  -  Parir,  16"  -  Tel.  72717  79 

AVELINE  &  Cie 

20,  rue  du  Cirque  -  Paris  3'  -  Tel.  359  51  63 

B.  FABRE  &  FILS 

19,  rue  Balzac  -  Paris  8e  -  Tel.  22717  52 

J.-P.  HAGNAUER 

10,  rue  de  Seine  -  Paris  6e  -  Tel.  326  36  54 

KRAEMER  &  Cie 

43,  rue  de  Monceau  -  Paris  8"  -  Tel.  522  24  46 

ETIENNE  LEVY  &  Cie 

178,  Fg  Saint-Honore  -  Paris  8e  -  Tel.  225  66  84 

WEILLER  &  Cie 

15,  rue  Lamennais  -  Paris  8e  -  Tel.  225  43  46 


avec  la  Participation  de  : 

AUX  ARMES  DE  FRANCE 

Charles  Marchal 
46,  rue  de  Miromesnil  -  Paris  8e  -  Tel.  265  72  79 

PIERRE  BERES 

14,  avenue  de  Friedland  -  Paris  8*  -  Tel.  227  00  99 

BEURDELEY  &  Cie 

200,  bd  Saint-Germain  -  Paris  7e  -  Tel.  548  97  86 

HECTOR  BRAME  S.A. 

68,  bd  Malesherbes  -  Paris  8"  -  Tel.  52216  89 

COMPAGNIE  DE  LA  CHINE  ET  DES  INDES 

39,  avenue  de  Friedland  -  Paris  8e  -  Tel.  359  93  28 

LEON  HELFT  &  Cie 

32,  avenue  Raymond-Poincare  -  Paris  16e  -  Tel.  72717  79 

GALERIE  TARICA 

43,  Fg  Saint-Honore  -.Paris  8"  -  Tel.  265  69  08 

VANDERMEERSCH 

23,  quai  Voltaire  -  Paris  7e  -  Tel.  548  26  64 


LA  HAUTE  JOAILLERIE 

DE  FRANCE 


BOUCHERON 

26,  Place  Vendome  -  Paris  1»r  -  Tel.  07316  16 

CHAUMET 

12,  Place  Vendome  -  Paris  1er  -  Tel.  073  3710 

MAUBOUSSIN 

20,  Place  Venddme  -  Paris  1er  -  Tel.  073  99  16 

VAN  CLEEF  &  ARPELS 

22,  Place  Venddme  -  Paris  10r  -  Tel.  073  70  00 


EXPOS!  HON 
du  15  au  24  juin  1973,  de  11  h  a  23  h 

HOTEL  GEORGE  V 

PARIS 


This  magnificent  pair  of  fully-marked,  cast,  silver  gilt  Candelabra 
by  Paul  Storr,  23  inches  high  and  dated  1822,  is  part  of  a  new 
collection  of  antique  silver  now  available  from  Carrington. 

The  collection  has  been  made  over  a  considerable  period  and 
is  both  distinguished  and  of  substantial  size.  Sales  from 
it  have  just  begun. 


For  all  that's  precious 

130 

Regent  StreetWl. 

Telephone  01-734  3727 
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To 
Errington 
Limited 


CHINESE  ARCHAEOLOGY 

POTTERY  1  END  OF  THE  T  ANG  DYNASTY 


TALOGUE  AVAILABLE  ON  REQUEST 


TOM  ERRINGTON  LTD- 26  SACKVILLE  STREET- LONDON  W1  telephone  (01)4372606 


The  candle  slides  and  lectern  top  enhances  the 
graceful  lines  of  this  rare  Chippendale  mahogany 
chest.  37"  wide,  21-3/4"  deep,  37"  high.  $3,000.00. 

The  18th  Century  spirit  of  moderation  and  common 
sense  is  subtly  captured  in  this  original  English 
portrait  of  S.  Blundell,  Esqr.,  East  Bergholt,  Suffolk. 
28-1/2"  wide,  35"  high.  $1,350.00. 


A.I.D.  MEMBERS 
Louise  A.  Mendel 
Julian  DePree 


1000  HAMILTON  AVE.,  LOUISVILLE,  K.Y.  40204-  TEL(502)  587-661 1 


CHARLES  WOOLLETT  &  SON 


(Member  of  the  B.A.D.A.  Ltd.) 


Rare  &  attractive  set  of  22  Gold  Anchor  Chelsea 
Claret  ground  plates,  richly  decorated  in  the  atelier  of 
James  Giles,  painted  with  exotic  birds  in  flight. 

Magnificent  gold  decoration.  Size  8-^  ins.  Formerly 
in  the  Collection  of  H.R.H.  The  Princess  of  Hanover. 


A  Fine  Chelsea  Raised  Anchor  Period  Octagonal  Bowl, 
painted  after  a  Kakiemon  original.  Various  pieces  of 
this  pattern  illustrated  by  Bernard  Rackham  and 
F.  Severne  Mackenna.  Size  6f  ins.  In  perfect  condition. 


59/61  WIGMORE  STREET  LONDON  W1H  9LF 

Established  1889  Phone  OI-93S  S664 


BY  THE  AIR  TERMINAL 


AUBREY  BROCKLEHURST 

ANTIQUE  CLOCKS 


A  very  rare,  if  not  unique,  observatory  regulator  clock  by  Strasscr 
&  Rohde,  Glashiitte. 

This  clock  incorporates  the  'free  pendulum'  escapement  evolved  by 
Professor  Strasser  in  which  the  crutch  is  dispensed  with  and  impulse 
is  given  to  the  pendulum  through  a  delicate  pair  of  steel  blades 
attached  to  the  pendulum  and  in  appearance  like  an  upside  down 
suspension.  See  Britten,  Watch  and  Clockmakers  Handbook,  14th 
Ed.,  'pendulums'  p.  333. 

The  whole  train  is  upside  down  too,  with  the  great  wheel  and 
barrel  at  the  top,  and  the  pallets  at  the  bottom.  Each  pallet  consists 
of  2  shaped  blocks  of  synthetic  ruby,  the  first  providing  the  impulse 
plane,  and  the  second  a  shallow  locking  edge.  After  locking,  the 
pallets  remain  quite  stationary  until  the  returning  swing  of  the 
pendulum  transmits  a  tiny  pulse  to  them  through  the  impulse  blades. 
The  resulting  tiny  movement  of  the  pallets  unlocks  the  'scape  wheel 
and  the  usual  sequence  follows,  except  that  the  pallet  which  has  just 
been  unlocked  is  not  the  one  which  is  about  to  be  impulsed  by  the 
'scape  wheel  —  it's  the  other  one. 

The  whole  arrangement  looks  most  improbable,  but  in  fact  it 
works  excellently. 

The  craftsmanship  and  quality  of  this  clock  are  superb  and 
although  about  50  years  old  it  appears  to  be  in  near  mint  condition. 
The  4th,  5th,  'scape  wheel  and  pallet  arbors  all  work  in  jewelled 
bearings  with  jewelled  endstones  to  the  'scape  wheel  and  pallet  arbors. 

Maintaining  power,  double  rachet  clicks,  stop  work,  and  a 
counterpoise  for  the  minute  hand  are  further  indications  of  the 
integritv  of  design  and  construction,  and  the  case  of  solid  mahogany 
is  as  well  finished  and  polished  at  the  back  as  it  is  at  the  front.  The 
pendulum  is  of  Invar,  beats  seconds  and  half  way  up  has  a  small 
weight  tray  for  fine  adjustments. 

The  clock  is  thought  to  have  been  made  circa  i92o.  Height  7'  7". 


124  CROMWELL  ROAD,  LONDON,  S.W.7 


Tel:  OI-373  0319 


UNIVERSITY- LIGGETT 

ANTIQUES  SHOW 


UNIVERSITY-LIGGETT  SCHOOL 

Grosse  Pointe  Woods,  Michigan  48236 
(313)  886-9229 


850  Briarcliff  Drive 


UNE  14-15-16, 1973 


Thursday  &.  Friday,  noon  to  10  p.m.  •  Saturday,  noon  to  6  p.m. 


EXHIBITORS 


CONNECTICUT 

du  Verrier  &  Lewis 
Hastings  House 
Hobart  House 
Litchfield's  Fine  Arts 
Bryce  George  Muir 
Spencer  and  Judd 
Thomas  D.  & 

Constance  R.  Williams 

FLORIDA 

Helen  McGehee 
J.  J.  Thompson 

ILLINOIS 

Lawrence  E.  King 
Spruce  Antiques 
Taylor  B.  Williams 
Willis  House  Antiques 

MARYLAND 
Wm.  Blair,  Ltd. 

MASSACHUSETTS 
John  Bihler  &.  Henry  Coger 
Ronald  Bourgeault 

MICHIGAN 
Mildred  Friedman 
Freda  K.  Goodman 
Maze  Pottinger  Antiques 
Mildred  Smart 
Village  Green  Antiques 
Fran  Weiss 


A.J.  FILKINS 

Members  of  die  British  Antique  Dealers'  Association 

A.  J.  Filkins  Miss  M.  G.  Scott 

i8th  Century  Porcelains,  Pottery 


Early  Derby  figure  of  a  Boy  Fluter  with  yellow  coat. 
Height  5|  ins.  Date  circa  1754. 

25  ST.  CHRISTOPHER'S  PLACE 
WIGMORE  STREET 
LONDON  W1M5HD 
Telephone  01-935  0639 


NEW  JERSEY 
Fred  B.  Nadler 
Leonard  Balish 

NEW  YORK 
Raymond  B.  Knight  Corp 
E.  Grosvenor  Paine 
C.  C.  Sparks 
Norman  White 
Robert  Thomas — Robert  Seifert 
(The  Macberns  Antiques) 

OHIO 

Antiques  America 
Joan  R.  Coulter 
Hattie  B.  Miller 
Wilmar  Antiques 

PENNSYLVANIA 
Alfred  Bullard,  Inc. 
Elinor  Gordon 
Harry  Hartman 
Ralph  M.  Meyer 
Mill  Run  Antiques 
Joseph  Stanley 
N.  Penderfast  Jones 

VERMONT 

Brainstorm  Farm  Antiques 
Nimmo  &  Hart 

VIRGINIA 

The  Virginians 

WISCONSIN 
Mr.  and  Mrs.  O.  M.  Diebler 


MANAGED  BY  RUSSELL  CARRELL 


JAMES  &  JOYCE  INMAN 

OAKS  OF  CARSHALTON 

Antiques  Works  of  Art 


"Old  Acquaintances"    Canvas  16  x  20J  inche 
by 

M.  George  Strapp 
Exhib;  Suffolk  Street  Galleries  18S6,  number  501. 


73a  Pound  Street,  Carshalton,  Surrey 
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Wakefield-Scearce  Galleries 


pres 


An  arctic  legend  in  porcelain 

ESKIMO  MOTHER 

A  hand  numbered  and 
signed  issue  of  350  sculptures 

101/2  inches  by  10  inches 

Write  for  CYBIS  1973  Collector's  Catalogue,  $3. 

We  invite  your  inquiries  on  our  selection  of 
current  and  completed  issues  of  Cybis  Porcelains. 


sit  the  Galleries,  in  the  Blue  Grass  Region  of  Central  Kentucky, 
and  spend  a  pleasant  day  in  the  country ! 

Enjoy  good  food  at  Historic  Science  Hill  Inn  ...  all  under  the  same  roof. 
Halfway  between  Louisville  and  Lexington  on  1-64. 

DIRECT  IMPORTERS  OF  BRITISH  ANTIQUE  FURNITURE,  SILVER,  OLD  SHEFFIELD  AND  DECORATIVE  ACCESSORIES 

Wakefield-Scearce  Galleries  HISTORIC  SCIENCE  HILL/SHELBYVILLE,  KENTUCKY  40065  Telephone:  502  633-4382 

Member  of  the  Art  and  Antique  Dealers  League  of  America,  Inc. 


Leon  A.  Lhermitte 

French  (1844-1925) 
Oil  on  canvas 
125.73  x  97.79  cm. 
49  V?  x  38V2  inches 
Signed  and  dated 
lower  left 

L  Lhermitte  1904" 


CROWELL 
ROBERSON 

INCORPORATED 

Complete  Interior  Desiqn  Se". 
Park  Place 

6 1 1  Providence  Road 
Charlotte  North  Carolina 
28207 

704-372-5457 
Member 

Art  &  Antique  Dealers 
League  of  America  Inc 


LTD 


CECIL  DAVIS 

Member  of  The  British  Antique  Dealers'  Association 

3  GROSVENOR  STREET 
NEW  BOND  STREET 
W1X  9FA 

Tel:  01-499  3130 
Cable  Address 
"Crystaldav,  London" 

SPECIALISTS  IN  OLD  ENGLISH  AND  IRISH  GLASS, 
ENGLISH  FURNITURE  AND  WORKS  OF  ART 


An  oval  Irish  boat-shaped  fruit  bowl 
Height  91  ins,  length  11  ins.  Circa  1790 

A  Hepplewhite  period  mahogany  oval 
Pembroke  table  with  drawer;  square 
tapered  legs. 

Height  211  ins.,  length  293  ins. 
Width  20  ins.  Circa  1770. 

Exhibiting  at  the 

Grosvenor  House  Antiques  Fair. 

Stand  No.  51 

June  13th  to  23rd 

Open  11  till  7.30  except  Sunday 


1 44    The  Connoisseur,  June,  1973 


FRANK  CARO 
GALLERY 

Ancient  Art 
of  the  Far  East 


Telephone: 
(93)30.77.40 


BLACK-NADEAU 
GALLERY 

Avenue  des  Beaux-Arts 
MONTE-CARLO 

MONACO 

Fine  European  Sculpture, 
Bronzes  and  Works  of  Art 
from  the  Renaissance 
through  the  early  20th  c. 
for  the  collector 
and  museum. 
Also  19th  and 
early  20th  c. 
Paintings. 


Cables: 
BLANART,  Monaco 


Porcelain  statuette  of  Kuan  Yin 
1  6th  century 
Height:  27!  inches 


FRANK  CARO  •  FRAISCIS  CARO 
41  EAST  57th  ST..  NEW  YORK.  IV.  Y.  10022 
(212)  PL  3-2166 


II  la  demeure 

diana  guest 

sculpture 
20th  June -13th  July 

6  Place  St-Sulpice-Paris  6-Tel:  326  02  74 
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Sportsman  s  £dge,  Ltd. 

is  privileged  to  present  an  important  original  oil  painting  by 

^Montague  Dawson 


Hinchenbrooke  vs.  Grand  Turk;  canvas  40  "x50  ";  tram.  47V«"x  57V2" 


depicting  the  action  in  the  Azores,  May  1, 1814 
between  the  British  Post  Office  Packet  HINCHENBROOKE  and 
the  American  Privateer  GRAND  TURK. 

Our  1973  catalog  is  available.  A  sixt\>- 
four  page  collection  of  Original  Paintings  and  Prints 
of  Contemporary  Sporting  Art  and  Wildlife. 
Five  dollars  including  postage. 


Sportsman's  Edge,  Ltd. 

136  East  74th  Street 
New  York  10021 
Telephone  (212)  249-5010 


Christie's 


Friday,  June  29th 


Highly  Important  Pictures  by  Old  Masters 


The  Properties  of  The  Duke  of  Buccleuch  and  Queensberry,  K.T.,  P.C.,  G.C.V.O., 
Lord  Montagu  of  Beaulieu,  La  Baronne  de  Lopez-Tarragoya,  John^G.  Phillimore,  Esq., 
C.M.G.,  Mr.  and  Mrs.  Stanley  S.  Wulc  of  Rydal,  Pennsylvania,  the  late  Sydney  J. 
Lamon,  of  New  York  City,  L'Etat  de  Geneve,  and  others. 


Extensive  river  landscape  with  travellers,  by  Aelbert  Cuyp,  signed,  39^in.  by  62^in. 
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Christie's 


Friday,  June  29th 


Christie's 


Friday,  June  29th 
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Christie's 


Friday,  June  29th 


Catalogue  (96  plates,  including  4  in  colour),  available  from  our  London  Office, 
price  £2.20  post  paid,  or  from  our  New  York  Office,  price  $6.00  post  paid. 

All  sales  subject  to  the  conditions  printed  in  the  catalogues. 


Christie's 


Friday,  June  15th 


Important  Victorian  Pictures 

The  Properties  of  Mrs.  Nancy  Brett,  The  Earl  of  Denbigh  and  Desmond, 

E.  G.  Millais,  Esq.,  D.  J.  Smetham,  Esq.,  Lt.-Col.  J.  E.  G.  Wormald,  and  others. 


Spring,  Summer,  Autumn  and  Winter,  by  Sir  Edward  Coley 
Burne-Jones,  Bt.,  A.R.A.,  gouaches,  48in.  by  17|in. 
To  be  sold  as  four  separate  Lots. 


Catalogue  (48  plates,  including  3  in  colour)  available  from  our  London  Office, 
price  £1.70  post  paid,  or  from  our  New  York  Office,  price  $4.50  post  paid. 

All  sales  subject  to  the  conditions  printed  in  the  catalogues. 


Christie's 


Tuesday,  June  19th 


Important  Tibetan  and  Nepalese  Bronzes  and  Thankas 

The  Properties  of  Madame  de  Huberty,  Mr.  John  Dugger  and 
Mr.  David  Med  alia,  and  others. 


Tibetan  bronze  figure  of  the 
terrifying  form  of  Vajrasattva, 
15th  century,  5in.  high. 


Tibetan  bronze  figure  of  Na-Ro 
Kha-Cho-Ma,  15th  century, 
7in.  high. 


Nepalese  gilt  copper  group  of 
Mahacakravajrapani  in  yab-yum, 
c.  1500,  9in.  high. 


Tibetan  bronze  figure  of  the 
Mahasiddha  Virupa-Birvapa, 
14th  century,  5\\n.  high. 


Catalogue  (46  plates,  including  5  in  colour),  available  from  our  London  Office, 
price  £1.70  post  paid,  or  from  our  New  York  Office,  price  $5.00  post  paid. 


Afi  sales  subject  to  the  conditions  printed  in  the  catalogues. 


Christie's 


Wednesday,  June  27th 


Highly  Important  English  Silver 


The  Properties  of 
The  Hon.  Mrs.  Collins 
Neville  Hanrwee,  Esq. 
The  Earl  of  Liverpool 
David  Rutherston,  Esq. 
Julian  Salmond,  Esq. 
and  others. 


Set  of  four  George  I 
table-candlesticks,  by  Richard 
Greene,  1715/16,  7in.  high. 


Charles  I  wine-cup,  by 
William  Shute,  1639, 
6]in.  high. 


George  I  tea-kettle,  stand  and 
lamp,  by  Anthony  Nelme,  1715. 


Illustrated  catalogue  available  from  our  London  Office, 

price  £1.45  post  paid,  or  from  our  New  York  Office,  price  $4.00  post  paid. 


AH  sales  subject  to  the  conditions  printed  in  the  catalogues. 


Christie's 


Wednesday,  June  27th 


The  Ortiz-Patino  Collection 

of  Highly  Important  French  Gold  Boxes  (Part  I) 


Rare  Louis  XV  enamelled  snuff-box, 
by  Francois-Nicolas  Genard,  Paris, 
1763,  2|in.  long,  2^in.  wide 


Important  early  Louis  XV  snuff-box 
enamelled  en  basse  taille,  by 
Noel  Hardivilliers,  Paris,  1753, 
3|in.  long,  2^in.  wide. 


Important  snuff-box  with  miniature 
paintings  by  Robert  van  den  Hoecke, 

by  Gabriel-Raoul  Morel,  Paris, 
c.  1820,  the  cover  inscribed  'Hoecke 
1664',  3|in.  long,  2|in.  wide. 


Important  Louis  XV  mother-of-pearl 
snuff-box,  probably  by  Dominique- 
Francois  Poitreau,  Paris,  1747, 
3|in.  long,  2^in.  wide,  the  interior 
of  the  cover  inset  with  a  miniature 
of  the  Countess  Tessin. 


Louis  XV  enamelled  snuff-box, 
by  Jean  Georges,  Paris,  1758, 
3£in.  long,  2f  in.  wide. 


Important  Louis  XV  enamelled  snuff- 
box, by  Jean-Marie  Tiron,  Paris  1755 
and  1756,  the  cover  signed  'Malliee 
pinxt',  3|in.  long,  2|in.  wide. 


Catalogue  (22  plates  in  colour),  available  from  our  London  Office,  price  £2.20  post  paid, 
or  from  our  New  York  Office,  price  $6.00  post  paid. 

.AMsales  subject  to  the  conditions  printed  in  the  catalogues 


Christie's 


Wednesday,  June  20th 


Magnificent  Jewels 

The  Properties  of  Captain  S.  Carlos  Clarke,  Mrs.  Anita  Leslie-King, 
The  Earl  ot  Rosslyn,  The  late  Lady  Richardson,  and  others. 


From  top  to  bottom: 
Antique  diamond  flower  brooch; 
Set  of  five  diamond  buttons; 
Two  antique  diamond  brooches. 


Catalogue  (11  plates,  including  1  in  colour),  available  from  our  London  Office, 
price  36p.  post  paid,  or  from  our  New  York  Office,  price  $1 .00  post  paid. 

All  sales  subject  to  the  conditions  printed  in  the  catalogues. 


Christie's 


Wednesday,  June  27th 


The  Winsbury  Collection  (Part  II) 


Saxon  wheel-lock  gun  with 
horn-inlaid  stock,  dated  1588, 
33in.  barrel. 


Fine  pair  of  German  flintlock  pistols 
with  detachable  stock, 
by  Johann  Jacob  Kuchenreuter  of 
Regensburg,  c.  1770,  18|in.  long. 


Left:  Fine  Scottish  basket-hilted 
backsword,  the  hilt  by  Thomas 
Gemmill  of  Glasgow,  2nd  quarter 
18th  century,  34^in.  blade. 
Right:  tine  backsword  with  gilt 
hilt  and  etched  and  gilt  blade, 
mid- 17th  centur>.  29^in.  blade. 


Catalogue  (47  plates),  available  from  our  London  Office,  price  £1.20  post  paid, 
or  from  our  New  York  Office,  price  $3.50  post  paid. 


All  sales  subject  to  the  conditions  printed  in  the  catalogues 


Christie's 


Tuesday,  July  3rd 


Impressionist  and  Modern 
Paintings,  Drawings  and 
Sculpture 


The  Properties  of 

Mr.  and  Mrs.  Robert  Benjamin 

Lady  Cottesloe 

Mrs.  Charles  W.  Engelhard 

The  late  Howard  Young 

and  others. 


Paysage  d'Automne, 
by  Pierre  Bonnard, 
signed,  42in.  by  26in. 


Les  Glaieuls  Rouges,  by 
Vincent  van  Gogh,  1886,  signed, 
20in.  by  15£in. 
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Christie's 


Tuesday,  July  3rd 


Deux  Cavaliers, 
by  Edgar  Degas, 
stamped  (L.658), 
pastel,  12in.  by  9in. 


Illustrated  catalogue  available  from  our  London  Office, 

price  £2.20  post  paid,  or  from  our  New  York  Office  price  $6.00  post  paid. 

All  sales  subject  to  the  conditions  printed  in  the  catalogues. 


S  in  Rome       At  The  Salone  Margherita 


Monday,  June  11th  at  9  p.m. 

Old  Master  Paintings  and  Drawings 

Tuesday,  June  12th  at  9  p.m. 

Italian  Pictures  of  the  19th  and  20th  Centuries 


Catalogue  (51  plates),  available  from  our  London  Office,  price  £2.20  post  paid, 
or  from  our  New  York  Office,  price  $6.00  post  paid. 


All  sales  subject  to  the  conditions  printed  in  the  catalogues. 


Christie 


Christie's 

Forthcoming  Sales    JUNE  1973 

Sales  begin  at  n  a.m.  precisely,  unless  otherwise  stated,  and  are  subject 
to  the  conditions  printed  in  the  catalogues. 

Those  sending  Commissions  or  making  enquiries  should  refer  to  the  sale 
code  name  which  is  in  brackets  after  each  sale. 


Friday  1st  at  10.30  a.m. 

Fine  Pictures  by  Old  Masters  (Aida) 

Monday  4th 

Antique  Arms  and  Armour  (Brunn) 

Monday  4th  at  1 1  a.m.  and  2.30  p.m.  and 
Tuesday  5th 

Important  Chinese  Ceramics  and  Works  of 
Art.  The  Lorant  Goldschlager  Collection  of 
Monochromes  (Part  I) 
Chinese  Bronzes  and  Works  of  Art  (Ming) 

Tuesday  5th 

Highly  Important  English  Drawings  and 
Watercolours  (Jonathan) 

Wednesday  6th  at  10.30  a.m.  and  3  p.m. 
Printed  Books  (Skye) 

Thursday  7th 

English  Furniture,  Objects  of  Art, 
Eastern  Rugs  and  Carpets  (Telford) 

Thursday  7th  at  2.30  p.m.  and  Friday  8th 
Victorian  Pictures  (Ariadne) 

Monday  11th 

English  and  Continental  Ceramics  of  the 
Victorian  Era  (Parian) 

Monday  1 1th 

Fine  Chinese  Export  Porcelain  and 
Works  of  Art  (Ching) 

Tuesday  12th  at  10.30  a.m. 
Victorian  Drawings  and  Watercolours 
(Frederick) 

Tuesday  12th 

Musical  Boxes,  Talking  Machines, 
Stevengraphs,  Toys  and  Dolls  (Idelia) 

Wednesday  13th  at  10.30  a.m. 
Books  Printed  and  Published  in  the  reign  of 
Queen  Victoria,  Autograph  Letters  and 
Baxter  Prints  (Flint) 

Thursday  14th 

Victorian  Furniture,  Objects  of  Art  and 
Sculpture  (Townesend) 

Thursday  14th  at  10.30  a.m. 
Victorian  Cameras,  Photographs  and 
Photographic  (Hypo) 


Thursday  14th 

'End  of  Bin'  Sale  of  Miscellaneous  Wines, 
Spirits  and  Cigars  (Glavier) 
Friday  1 5th 

Important  Victorian  Pictures  (Arabella) 

Monday  18th  at  10.30a.m. 

The  Ko  Family  Collection  of  Chinese 

Snuff  Bottles  (Part  III)  (Shih) 

Monday  18th  at  10.30  a.m. 
Art  Nouveau  and  Studio  Pottery 

(Martin) 

Tuesday  19th 

Important  Tibetan  and  Nepalese  Bronzes 

(Tantra) 

Tuesday  19th 

Fine  Miniatures,  Gold  Boxes  and 
Objects  of  Vertu  (Potoo) 

Wednesday  20th 

Highly  Important  Jewels  (Lucotte) 

Wednesday  20th 

Fine  English  and  Foreign  Silver 

(Oliphant) 

Thursday  21st 

English  and  Continental  Furniture,  Objects 
of  Art,  Eastern  Rugs  and  Carpets 
(Thornhill) 

Friday  22nd 

Fine  English  Pictures  (Isolde) 

Monday  25th  at  10.30  a.m. 
Fine  Japanese  Porcelain  (Kaki) 

Tuesday  26th  at  10.30  a.m. 
Fine  Watches  (Mandrel) 

Wednesday  27th 

The  Ortiz-Patino  Collection  of  Highly 
Important  French  Gold  Snuffboxes 

(Paradise) 

Wednesday  27th  at  1 1 .30  a.m. 

Highly  Important  English  Silver  (Penman) 

Wednesday  27th  at  1 1  a.m.  and  2.30  p.m. 
The  Winsbury  Collection  of  Arms,  Armour 
and  Militaria  (Part  II)  (Buckmaster) 


Thursday  28th 

Important  English  Furniture,  Objects  of  Art, 
Eastern  Rugs  and  Carpets  (Vanbrugh) 
Thursday  28th  at  10.30  a.m. 
Printed  Books,  Western  and  Oriental 
Manuscripts  and  Miniatures  (Essex) 
Thursday  28th  at  10.30  a.m. 
Finest  and  Rarest  Wines  (Massandra) 
Friday  29th 

Highly  Important  Pictures  by  Old  Masters 
(Violetta) 

JULY 

Monday  2nd  at  10.30  a.m. 
Chinese  Ceramics  and  Works  of  Art 

(Foochow) 
Tuesday  3rd 

Impressionist  and  Modern  Paintings, 
Drawings  and  Sculpture  (Sophie) 
Tuesday  3rd  at  1 1  a.m.  and  2.30  p.m. 
Chinese  Snuff-bottles  and  Hardstone 
Carvings  ( Monsa) 
Wednesday  4th 

Autograph  Letters  of  George  Frideric 
Handel  and  Charles  Jennens  (Dublin) 

Wednesday  4th  immediately  after 
above  sale 

Musical  Instruments  (Humstrum) 
Wednesday  4th 

Old  English  and  Foreign  Silver  (Rollo) 
Thursday  5th 

Important  French  and  Continental 
Furniture,  Objects  of  Art,  Tapestries, 
Eastern  Rugs  and  Carpets  (Vardy) 

Thursday  5th  at  1 1  a.m.  and  2.30p.m.,  and 
Friday  6th 

Important  Modern  Prints  and  Old  Master 
Prints  (Gareth) 

Thursday  5th 

Vintage  Port,  Sherry  and  Cognac  (Solera) 
Friday  6th 

Impressionist  and  Modern  Paintings, 
Drawings  and  Sculpture  (Sophie) 


SALES  OVERSEAS 

IN  ITALY  at  The  Salone  Margherita,  Rome 

Monday,  June  11th  at  4.30  p.m. 

Arms  and  Armour  (Nerone) 

Monday,  June  1 1th  at  9  p.m. 

Old  Master  Paintings  and  Drawings  (Livia) 

Tuesday,  June  12th  at  4.30  p.m. 

Italian  Maiolica,  Porcelain  and  Furniture  (Pompeo) 

Tuesday,  June  12th  at  9  p.m. 

19th  and  20th  Century  Italian  Pictures  (Livia) 

Wednesday,  June  13th  at  4.30  p.m.  and  9  p.m. 

A  well  known  Collection  of  Books  on  the  City  of  Rome  (Augusto) 

IN  GERMANY  at  Der  Malkasten,  Jacobistrasse  6,  Dusseldorf 
Tuesday.  June  19th  at  11  a.m. 

English  and  Continental  Furniture,  Objects  of  Art,  Eastern  Rugs 
and  Carpets  (Schloss) 
Tuesday,  June  19th  at  3  p.m. 

Fine  Wines  from  leading  German  estates  and  private  cellars  in 

Switzerland  (Beere) 

Wednesday,  June  20th  at  1 1  a.m. 

The  Herbette  Collection  of  Fine  Russian  Icons  and  other 

Greek  and  Russian  Icons  (Nowgorod) 


Wednesday,  June  20th  at  3  p.m. 

European  Pictures,  Drawings  and  Sculpture  of  the  19th  and 
20th  Centuries  (Caspar) 

LATE  NIGHT  VIEW 

Christie's  will  be  open  from  6  p.m.  to  1 1  p.m.  on  Tuesday,  June  26th, 
for  a  special  view  of  their  highly  important  sales  of  Old  Master 
Pictures,  The  Ortiz-Patino  Collection  of  French  Gold  Snuffboxes, 
and  English  Silver.  Important  English  Furniture,  Impressionist  and 
Modern  Paintings  and  other  works  of  art  will  also  be  on  view. 

VICTORIAN  SALES 

Christie's  will  be  holding  a  special  series  of  Victorian  Sales  from 
Friday  June  8th  to  Monday,  June  1 8th.  For  details  please  see  above 
calendar. 

CONCERT 

At  Christie's  on  Monday,  July  2nd  there  will  be  a  concert  given  by 
the  London  Virtuosi,  President  Sir  William  Walton,  o.m. 
The  programme  begins  at  9  p.m.  and  will  consist  of  works  by 
Bach,  Beethoven,  Handel,  Couperin  and  Mozart.  Tickets,  £2.5C 
including  a  champagne  bar,  are  obtainable  from  John  Herbert,  /isq. 
at  Christie's.  Profits  will  go  towards  the  Restoration  Fund  of 
St.  Paul's  Deptford. 


Our  representatives  in  America :  California :  Mrs.  Barbara  Roberts 

New  York:  Perry  T.  Rathbone,  Christopher  Burge,  Robert  Waley-Coi.  to  450  North  Roxbury  Drive,  Beverly  Hills. 

867  Madison  Avenue  New  York,  N.  Y.  10021.  Tel:  (212)  744.4017  Telex:  California  90210. 

New  York  620721.  Cables:  Chriswoods,  N.  Y.  Tel:  (213)  273.0550.  Telex:  Beverly  Hills  674858. 

Telephone:  (oi)  839  9060    Telex:  916429 
8  King  Street  St  James's  London  SWlY  6QT         Telegrams:  Christian  London  swi 


Maples  Antiques  and  Rne  Art 

43-44  New  Bond  Street,  London  Wl.  Tel :  629  3124 

London's  finest  centre  for  the  connoisseur,  where,  in  a  delightful  setting, 
you  can  see  superb  quality  English  furniture,  paintings  and  objets  d'art. 
See  us  on  Stand  85.  Grosvenor  House  Antiques  Fair, 
Grosvenor  House,  Park  Lane  W.l. 
June  13th.  -  23rd. 


A  Qeorne  I  Walnut  Kneehole  Desk  of 
fine  colour.  The  top  quartered  and 
crosshanded.  Original  handles. 
}l"x  19".  Circa  1725. 


l  *  2  '* 


One  of  a  superb  pair  of  oval  giltuood 
mirrors.  The  channelled  borders  being 
enriched  with  overhanging  carved  leaves 
and  festoons  of  husks,  surmounted  u  ith 
f inely  carved  crestings. 
36"x69".  Circa.  1770. 


A  superb  pair  of  Bluejohn  Cassolettes 

of  exceptionally  fine  colour.  The 

ormolu  mounts  retaining  the  original  gilding. 

9 \"  high.  Circa.  1790. 


Member  of  the  Britifh  Antique  Dealers  Association,  Member  of  the  Syndicat  Nationale  des  Antiquaires,  Negotiants  en  Objets  d'Art,  Tableaux  Anciens  et  Modernes. 
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F 


BY  APPOINTMENT 
ANTIQUE  DEALER 
TO  H.M.  QUEEN 
ELIZABETH  THE 
QUEEN  MOTHER 


BY  APPOINTMENT 
ANTIQUE  DEALER 
TO  THE  LATE 
QUEEN  MARY 


sfyvre  &uj&6Jl  and  Gmimenia£  c/ifovr.  c/flinia/m<e6. 


(A) 


Two  fine  Louis  XV  enamelled  gold  boxes. 
Left,  by  Jean  Formey,  Paris  1756.  Length  24  inches. 
Right,  by  Paul  Robert,  Paris  174S.  Length  3  j  inches. 

Two  examples  from  our  collection  of  Objets  (jc  Verht. 

Exhibiting  at  the  Grosvenor  House  Antique  Dealers'  Fair,  Stand  No.  It 


Valuations  for  Probate,  Insurance  u..d  Division 

Telephone:  01-629  62tl    Telegraphic  Address  "Euclase  London  W.l  ' 


FERRERS 

GALLERY 

9  Piccadilly  Arcade 

London  S.W.i 

01-493  6948 


A.  M.  Nobillet 


13  x  16  in. 


or, 


By  AProiNJMtHT 

63  Ml.  Vernon  Street   Boston,  Massachusetts  02108  (617)  523-7746 


The  Strand 
FRANK  DADD 
Oil  on  Canvas  16  ins.  x  18  ins. 


Bentley  &  G 

Fine  Antique  Jewels 


A  $ine  Antique 
Emerald  diamond 
JSroDch*<Eendant 


65  NET  BOND  STREET  W.i. 
Tel.  01-629  06 si 
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OSCAR  AND  PETER  JOHNSON  LIMITED  (g 


Dil  Painting 

Zanvas  35  x  55J  inches 


Telephone:  01-235  6464/5 


View  of  High  Tor  near  Matlock 


Exhibiting  at  the  Grosvenor  House  Antiques  Fair 
from  June  13  th  to  June  23  rd  on  stand  71. 

L(5W1  TDES  LODGE  GALLERY 
27  LOWNDES  STREET 
LONDON  SWiX  9HY 

(opposite  The  Carlton  Towci  I  ,rotel) 


by  Thomas  Baiber 


Cables:  ARTCOS,  LONDON,  S.W.i 


1 


Sotheby's 

Tuesday,  3rd  July  at  9  pm  and  Wednesday,  4th  July  at  11  am 

IMPORTANT  IMPRESSIONIST  AND 
MODERN  PAINTINGS 
AND  SCULPTURE 


from  the  Edward  G.  Robinson  Collection  (sold  by  order  of  the 
present  owner),  the  late  Lady  Gollancz,  W.  Averell  Harriman, 
and  other  owners 


Vincent  van  Gogh,  Nature  Morte.  Glaieuls,  signed, 
painted  in  1 886,  25^  by  15  J  inches 


Pierre-Auguste  Renoir, 
Les  Pecheuses  it  Monks, 
signed,  painted  in  1890, 
21  \  by  17J  inches 


Sotheby's 

Wednesday,  13  th  June,  at  11  am 


IMPORTANT  NINETEENTH  AND  TWENTIETH  CENTURY 

CONTINENTAL  PAINTINGS 

the  properties  of  Lady  Becher,  Major-General  M.  St.  J.  Oswald,  C.B.E.,  D.S.O.,  M.C.,  Mrs.  E.  Rosenblitt  de  Lyon  of  Miami, 
Karl  Otto  von  Czernicki,  Miss  H.  Deneke,  R.  Macdonald-Hall,  Esq.,  and  other  owners 


Andreas  Schclfhout,  A  Dutch  Winter  Scene,  signed  and  dated  '56,  on  panel,  14!  by  20  inches 


Barcnd  Comelis  Koekkock,  A  Village  in  Winter  with  Figures  Skating,  signed  and  dated  1838, 

24^  by  31  inches 


Sotheby's 

Tuesday,  26th  June  at  10.30  am 


FINE  CHINESE  CERAMICS  AND  ARCHAIC  BRONZES 

the  property  of  the  R.E.R.  Luff  Will  Trust 


A  blue  and  white  Palace  bowl,  six  character  mark  of  Ch'eng  Hua  within 
a  double  circle  anc"  of  the  period,  5!  inches 


A  Ming  green  dragon  dish,  six  character  mark  of  Chia.Ching  in 
underglaze-blue  within  a  double  circle  and  of  the  period,  6|  inches 


,      A  15th  century  blue  and  white  potichc  (knan),  six  character  mark  of 
Hsiian  Te  within  a  double  circle  and  of  the  period,  7j  inches 


A  pottery  jar,  T'ang  Dynasty,  7  inches  high,  8  inches  wide 


Sotheby's 

Tuesday,  26th  June  at  approximately  1 1  am 


FINE  CHINESE  CERAMICS  AND  WORKS  OF  ART 

The  properties  of  the  late  Sir  John  Braithwaite,  Ronald  G.  Thackrah,  Esq.,  Margaret,  Lady  Blunt, 
W.  H.  Adgey-Edgar,  Esq.,  the  late  Sir  Frederick  Leith-Ross  G.C.M.G.,  and  other  owners. 


An  amber-glazed  pottery  vase,  Liao 
Dynasty  13  §  inches 


A  white  porcelain  ewer,  Liao  Dynasty, 
6-5-  inches 


A  Tz'il  Chou  sgraffiato  vase,  Sung  Dynasty, 
7§  inches 


A  gilt  bronze  plaque,  Han  Dynasty,  3  inches  high, 
4  inches  wide 


A  Chim-yao  bulb  bowl  incised  with  the  numeral  five  [wu),  Sung 
Dynasty,  8f  inches  wide,  3  J  inches  deep 


A  15th  century  turquoise-glazed  dish,  six  character 
mark  of  Hsiian  Te  within  a  double  circle  and  of 
the  period 


A  peach-bloom  'amphora'  vase, 
six  character  mark  of  K'ang  Hsi 

written  in  two  columns  in 
underglaze  blue  and  of  the  period, 
6 1  inches 


'Famille-verte'  saucer  dish,  six  character  mark  of 
Ch'eng  Hua,  K'ang  Hsi,  6  J  inches 


Sotheby's 

Tuesday,  26th  June  at  approximately  11  a.m. 


in  early  Ming  blue  and  white  'dice'  bowl,  six  character  mark  and  period 
of  Hsiian  Te,  io|  inches 


A  Ming  blue  and  white  box  and  cover,  six  character  mark  and  period  of 
Wan  Li,  10  inches  wide 


A  blue  and  white  vase  in  early  15th  century  style, 
seal  mark  and  period  of  Ch'ien  Lung,  iii  inches 


A  wu  ts'ai  figure  of  Chung-li  Ch'iian,  Wan  Li, 
13I  inches 


Sotheby's 


Wednesday,  27th  June  at  11  am 


IMPORTANT 
ENGLISH  PAINTINGS 


the  property  of  the  Norton  Simon  Foundation, 
Los  Angeles,  the  Lord  Hollenden, 
the  Hon.  Colin  Tennant,  and  other  owners 


Sir  Anthony  Van  Dyck,  Ann  Can,  Countess  oj  Bedford,  41 1  by  32  inches 


David  Cox,  Snr.,  Crossing  the  H 
signed  and  dated  1848, 
22  J  by  33  inches 


Sotheby's 


Wednesday,  27th  June,  at  1 1  am 


Richard  Parkcs  Bonington,  The  Young  Musicians  at  a  Windou 
signed  with  initials,  on  panel,  10  by  9]  inches 


Joseph  Mallord  William  Turner,  R.A.,  Bonneville,  Savoy,  36  by  48  inches 


Sotheby's 

Monday,  2nd  July  at  2.30  pm 


GOOD  MEDIEVAL  AND  RENAISSANCE 
WORKS  OF  ART 


A  French  Gothic  group  of  the  Virgin  and  Child,  first  half  of  the 
14th  century,  5j  inches 


Two  Mosan  chain  plcvc  enamel  plaques  from  a  crucifix, 
originally  for  a  relic  of  the  True  Cross, 
c.  1160-70,  6  and  <)\  inches 


A  Florentine  bronze  group  of  the  Picta,  attributed  to  Giovanni 
da  Bologna,  1 6th  century,  I  if  inches  high 


Sotheby's 

Monday,  2nd  July  at  2.30  pin 


A  Venetian  bronze  group  of  the  Virgin  and  Child,  from  the 
workshop  of  Jacopo  Sansovino,  16th  century,  19I  inches  high 


A  Flemish  stone  figure  of  a  Mourner  from  a  tomb,  c.  1520,  19  inches 


Sotheby's 

Wednesday,  nth  July  at  n  am 


Sir  Anthony  van  Dyck,  Marchesa  Lomelliiii-Dtirazzo,  39!  by  29I-  inches 


Sotheby's 

Wednesday,  nth  July  at  n  am 


Sotheby's 

Tuesday,  3rd  July  at  11  am  and  2.30  pm 


Sotheby's  Belgravia 

19  Motcomb  Street,  London  SWiX  8LB  Telephone:  01-235  4311 
Tuesday,  10th  July  at  1 1  am 


FINE  VICTORIAN  PAINTINGS, 
DRAWINGS  AND  WATERCOLOURS 

There  will  be  an  additional  viewing  of  this  sale  on 
Saturday,  7th  July  from  9.30  am  to  4.30  pm 

Catalogues  available  at  £2.50;  every  lot  illustrated 
(several  in  colour) 


Albert  Joseph  Moore,  A.R.W.S., 
Blossoms  (in  yellow) ,  signed  with  monogram, 
c.  1881,  15  by  5  inches 


William  Holman  Hunt,  O.M.,  A.R.S.A.,  R.W.S., 
The  King  of  Hearts,  signed  with  monogram 
and  dated  1862,  on  panel,  15  by  11  inches 
Exhibited:  Royal  Academy,  1863,  No.  146 


Sotheby's 


(Affiliated  Company:  Sotheby  Parke  Bernet,  New  York) 


will  hold  the  following  sales  in  June/July  each  sale  beginning  at  u  am  unless  otherwise  stated 

ON  VIEW  AT  LEAST  TWO  DAYS  I'RIOR       ALL  CATALOGUES  POST  FREE 


Monday,  4th  June  and  following  day 

Valuable  Printed  Books,  Autograph 

Letters  and  Historical  Documents 

Monday,  4th  June 

Silhouettes,  Fine  English  and 

Continental  Portrait  Miniatures  and 

Very  Fine  Gold  Snuff  Boxes  and 

Objects  of  Vertu 

Monday  4th  June  at  2.30  pm 

Greek  and  Russian  Icons 

Wednesday,  6th  June  at  10.30  am 

A  Very  Fine  Collection  of  Roman 

and  Byzantine  Gold  Coins 

and 

Wednesday,  6th  June  at  11.30  am 
An  Important  Collection  of 
Portuguese  and  Portuguese  Colonial 
Gold  Coins 

Wednesday,  6th  June  at  10.30  am 
at  Helgravia 

English,  Continental  and  Indian 
Furniture,  Animalier  Bronzes, 
Sculpture,  Textiles  and  Papier 
Mache  1830-1930 

Wednesday,  6th  June 
Eighteenth,  Nineteenth  and 
Twentieth  Century  English  and 
Continental  Paintings 

Thursday,  7th  June  at  10.30  am  and 
2.30  pm 

Chinese  Works  of  Art  and  Oriental 
Ceramics 

Thursday,  7th  June  at  Belgravia 
English  and  Foreign  Silver  and 
Plated  Wares,  1825-1940 
Thursday,  7th  June  at  2.30  pin 
Eighteenth,  Nineteenth  and 
Twentieth  Century  English  Drawings 
and  Watercolours 
Friday,  8th  June 

English  Furniture,  Works  of  Art  and 
Rugs  and  Carpets 

Monday,  nth  June  and  following  day 
at  10.30  am 

Atlases  and  Maps,  Americana, 
Voyages  and  Travel,  Autograph 
Letters  and  Historical  Documents 

Monday,  nthjune 

A  Fine  Collection  of  Netsuke  and  Inro 
Monday,  nth  June  at  2.30  pm 
Egyptian,  Western  Asiatic,  Greek, 
Etruscan  and  Roman  Antiquities, 
Islamic  Pottery,  Tibetan  Tankas, 
Nepalese,  Tibetan  and  Indian  Art, 
African  Oceanic  and  American 
Indian  Art 

Tuesday,  12th  June  at  Belgravia 

Victorian  Paintings,  Drawings  and 

Watercolours 

Wednesday,  1 3th June 

Important  Nineteenth  and  Twentieth 

Century  Continental  Paintings 


Thursday,  14th  June 

English  and  Foreign  Silver  and  Plate 

Thursday,  14th  June  at  Belgravia 
Studio  Ceramics 

Thursday,  14th  June  and  following  day  at 
1  pm  at  1 15  Chancery  Lane  London 
WC2A  1 PX  (Hodgson's  Rooms) 
Valuable  Printed  Books 

Thursday,  1 4th  June  at  2.30  pm 
Continental  Drawings  and 
Watercolours,  1720-1920 

Friday,  1 5th June 

Important  Continental  Furniture, 
French  Furniture,  Tapestries,  Clocks, 
Verre  Eglomise  Paintings  and  Rugs 
and  Carpets 

Monday,  18th  June  at  10.30  am 
Modern  Firearms  and  Sporting  Guns, 
Detached  Locks,  Antique  Firearms, 
Armour  and  Edged  Weapons 
Monday,  1 8th  June  and  following  day 
English  Illustrated  Books  of  the 
Nineteenth  and  Twentieth  Century 

Tuesday,  19th  June  at  1 1  am  and 
2.30  pm 

Old  Master  Drawings 

Wednesday.  20th  June 
Old  Master  Paintings 

Wednesday,  20th  June  at  10.30  am 
Fine  Claret,  Lying  Overseas  and 
Inexpensive  Wines  for  Current 
Drinking  Lying  in  the  United 
Kingdom 

Wednesday,  20th  June  at  Belgravia 
English  and  Continental  Furniture, 
Clocks,  Carpets,  Textiles,  Bronzes 
and  Works  of  Art,  1830-1930 

Thursday,  21st  June  at  10.30  am 
Important  Jewels 

Thursday,  21st June 

Important  English  and  Foreign  Silver 

Thursday,  21st  June  at  2.30  pm 
Costume  and  Decor  Designs, 
Portraits,  Manuscripts  and  Posters, 
Principally  for  Ballet 

Thursday,  21st  June  at  Belgravia 
Oriental  Porcelain 

Friday,  22nd  June 

English  Furniture,  Rugs  and  Carpets 

Friday,  22nd  June  at  Belgravia 
Art  Noveau 

Monday,  25th  June  at  10.30  am 
English  and  Continental  Portrait 
Miniatures  and  Very  Fine  and 
Important  Russian  Works  of  Art 

Monday,  25th  June  and  following  day 
Bibliotheca  Phillippica  N.S.,  IX 
Greek,  French  and  Spanish 
Manuscripts  and  English  Charters 


Tuesday,  26th  June  at  10.30  am 

Fine  Chinese  Ceramics  and  Archaic 

Bronzes 

and 

Tuesday,  26th  June  at  11.30  am  and 
2.30  pm 

Fine  Chinese  Ceramics  and  Works 
of  Art 

Tuesday,  26th  June  at  11  am  and  2.30  pm 
at  Belgravia 

Victorian  Paintings,  Drawings  and 
Watercolours 

Wednesday,  27th  June  at  10.30  a*m 
Important  Military  and  Naval 
Campaign  Medals 

Wednesday,  27th  June 

Important  Seventeenth,  Eighteenth 

and  Nineteenth  Century  English 

Paintings 

the  property  of  the  Norton  Simon 

Foundation,  Los  Angeles 

and 

Wednesday,  27th  June  at  approx. 
1 1.30  am 

Important  Seventeenth,  Eighteenth 
and  Nineteenth  Century  English 
Paintings 

Thursday,  28th  June  at  10.30  am 
Fine  Continental  Porcelain 

Thursday,  28th  June  at  Belgravia 
English  and  Foreign  Silver  and 
Plated  Wares,  1825-1940 

Thursday,  28th  June  and  following  day  at 
1  pm  at  1 1 5  Chancery  Lane  London 
WC2A  IPX  (Hodgson's  Rooms) 
Printed  Books 

Thursday,  28th  June  at  2.30  pm 
Modern  British  Drawings,  Paintings 
and  Sculpture 

Friday,  29th  June 

Oak  Furniture,  Rugs  and  Carpets 

Monday,  2nd  July  and  following  day 
Printed  Books 

Monday,  2nd  July 

Highly  Important  Medieval  Works 
of  Art 

Tuesday,  3rd  July  at  10.30  am 

Fine  Chinese  Export  Porcelain,  Jades 

and  Works  of  Art 

Tuesday,  3rd  July  at  10.30  am  and 
2.30  pm 

Japanese  Prints,  Japanese  and 
Chinese  Paintings,  Illustrated  Books 
and  Reference  Works 

Tuesday,  3rd  July  at  9  pm  and  following 
day  at  1 1  am 

Important  Impressionist  and  Modern 
Paintings  and  Sculpture 


Wednesday,  4th  July  at  Belgravia 
English  and  Continental  Furniture, 
Bronzes  and  Works  of  Art,  1825-1940 

Wednesday,  4th  July  at  4  pm  (the  second 
part  of  the  sale  will  commence  after  a 
break  of  20  minutes  at  approx.  5.15  pm) 
Important  Impressionist  and  Modern 
Watercolours  and  Drawings 
Thursday,  5  th  July 

Impressionist  and  Modern  Paintings 
and  Sculpture 

Thursday,  5th  July 

English  and  Foreign  Silver  and  Plate 

Thursday,  5th  July  at  9  pm  at 
195  Piccadilly 

American,  English  and  European 
Contemporary  Art,  1945-1973 

Thursday,  5th  July  at  Belgravia 

Ceramics 

Friday,  6th  July 

Good  English  Furniture,  Rugs  and 
Carpets 

Monday,  9th  July 
Glass  Paperweights 
Monday,  9th  July  at  2.30  pm 
Egyptian,  Western  Asiatic,  Greek, 
Etruscan  and  Roman  Antiquities 
Tuesday,  iothjuly 
Nepalese,  Tibetan  and  Indian  Art 
Tuesday,  iojuly 

Important  Oriental  Miniatures  and  a 
Mughal  Manuscript 

Tuesday,  iothjuly 

Important  Meissen  Porcelain 

Tuesday,  iothjuly  at  Belgravia 

Fine  Victorian  Paintings,  Drawings 

and  Watercolours 

Tuesday,  iothjuly  at  2.30  pm 

Primitive  Art 

Tuesday,  iothjuly  at  2.30  pm 

Old  Master  Drawings 

Wednesday,  nth  July 

Important  Old  Master  Paintings 

Wednesday,  nth  July  at  11  am  and 

2.30  pm 

Fine  Oriental  Miniatures  and 
Manuscripts 

Thursday,  12th  July  at  10.30  am 
Jewels 

Thursday,  12th  July  at  1 1  am  and 
2.30  pm 

Important  Old  Master  Prints 

Thursday,  12th  July 

English  and  Foreign  Silver  and  Plate 

Thursday,  12th  July  and  following  day  at 
1  pm  at  115  Chancery  Lane  London 
WC2A  IPX  (Hodgson's  Rooms) 
Valuable  Printed  Books 
Friday,  1 3  th  July 

English  Furniture,  Rugs  and  Carpets 


LONDON 

Sotheby  &  Co.,  34-35  Ncv/  Bond  Street, 
London  Wi  A  2AA 
Telephone:  01-491  8080 
Telex:  London  24454 
Telegrams:  Abinitio,  London 
Sotheby's  Belgravia,  19  Motcomb  Street, 
London  SW1X8LB 
Telephone:  01-235  43" 
Sotheby  ek  ( )o.,  1 1 5  Chancery  Lane, 
London  WC2A  il'X 
(Hodgson's  Rooms; 
Telephone:  01-405  7238 

SCOTLAND 

John  Robertson,  19  Castle  Street, 

Edinburgh  Bl  I2  1AH 

Telephone:  03 1-226  5438 
Telegrams:  Abinitio,  Edinburgh 

NETHERLANDS 

Duncan  McLaren, 
98  Rokin  Amsterdam 
Telephone:  020  225  491 


NEW  YORK 

Sotheby  Parke  Bcrnct  Inc.,  New  York 
980  Madison  Avenue,  New  York  10021 
Telephone:  212-879-8300 
Telex:  New  York  232643 
Telegrams:  Parkgal,  New  York 

CALIFORNIA 

Sotheby  Parke  Bernet  Inc., 

7660  Beverly  Boulevard,  Los  Angeles, 

California  90036 

Telephone:  213-937  5130 

Telex:  677120 

TEXAS 

John  F.  Parkerson,  3196  Galleria  Post  Oak, 
501 5  Wcscheimcr  Road,  Houston, 

Texas  77027 

Telephone:  713-623-0010 

ARGENTINA 

William  R.  Edbrooke,  Kcrteus 
Antiques,  Libertad  846,  Buenos  Aires 
Telephone:  (41)  Plaza  083 1 


CANADA 

Geoffrey  Joyner, 

Sotheby  &  Co.  (Canada)  Ltd.,  Suite  412 
The  Park  Plaza,  170  Bloor  Street  West, 
Toronto  180,  Ontario 
Telephone:  416-924  1196 

FRANCE 

Valentin  Abdy, 
8  Rue  de  Duras,  Paris  8e 
Telephone:  265  2599 
Telex:  21 550  ext.  107 

GERMANY 

Miss  Kate  Foster,  Galeriestrasse  6a, 
8  Munich  22.  Telephone:  811-292252 
811-297822 

SWITZERLAND 

Dr.  J.  G.  Wille  in  partnership  with 
Alfred  Schwarzenbach, 
18  Bleichcrweg  8022  Zurich 
Telephone:  25001 1.  Telex:  52380 
Telegrams:  Abinitio,  Zurich 


ITALY 

Sotheby's  of  London,  s.r.l. 

Palazzo  Capponi,  Via  Gino  Capponi  26, 

Florence  50121 

Telephone:  570410 

Telegrams:  Abinitio,  Firenze 

BRAZIL 

Walter  Geyerhahn,  Rua  do  Rosario, 
135/137-20  andar,  Rio  de  Janeiro 
Telephone:  252  7495 
252  9552 
Telegrams:  Eikos  Rio 

AUSTRALIA 

Bruce  Rutherford, 

Sotheby  &  Co.  (Australia)  Pty.  Ltd., 

10  Stodart  St.  Camberwell,  Victoria  3124 

Telephone:  Melbourne  29  8989 

Telegrams:  Abinitio,  Melbourne 

SOUTH  AFRICA 

R.  H.  Cassirer,  P.O.  Box  31010, 
Braamfontein,  Johannesburg 
Telephone:  Johannesburg  724-5967  6029 
Telegrams:  Abinitio,  Johannesburg 


SoiuebyParkeBernet  NewYork 

980  Madison  Avenue,  New  York,  N.Y.  10021    Telephone:  (212)  879-8300    Telegrams:  Parkgal,  New  York 
Thursday,  14th  June  at  10.15  am  and  2  pm 


19th  &  20th  CENTURY  EUROPEAN  PAINTINGS 

including  works  by  Henry  Aiken,  Jr.,  Boldini,  Bouguereau,  Cazin,  Cederstrom,  G.  Cervi,  Chabas, 
A.  E.  Chalon,  R.A.,  Chicrci,  John  Constable,  David  Cox,  Dalby,  Montague  Dawson,  Detaillc,  Delacroix,  Diaz, 

Herbert  James  Draper,  Jules  Dupre,  Otto  Erdmann,  D'Espagnat,  William  Russell  Flint,  R.A., 
J.  W.  Godward,  Harpignies,  Henncr,  J.  F.  Herring,  Snr.,  Cornelius  Huysmans,  Jacque,  L.  A.  Knight,  Lhcrmitte, 
Meissonier,  Mtiller,  Alphonse  Marie  dc  Ncuvillc,  Pctrocelli,  James  Pollard,  James  Baker  Pyne, 
Ruyten,  Signorini,  Washington,  James  Webb,  Wierusz-Kowalski,  Ziem,  G.  Zocchi,  and  other  artists 


Theodore  Gerard,  Afternoon  Games,  22.},  by  34}  inches 


John  Linnell,  Extensive  Hilly  Landscape,  30^  by  42},  inches 


Illustrated  catalogue  includes  two  other  sales:  Art  Nouveau  and  Art  Deco;  and  19th  and  Early  20th  Century 
Animalier  and  other  Bronzes,  Chess  Sets  and  Furniture,  $4  (by  mail  S5) 

Catalogues  also  available  from  Sotheby  Parke  Bernet,  London,  34-35  New  Bond  Street,  London  Wi  A  2AA  and  from  representatives  in  Edinburgh,  Paris, 

Zurich,  Florence,  Munich  and  Rio  de  Janeiro 


THORNHILL  GALLERIES  LTD. 


In  association  with  A.  &  R.  Dockerill 
Established  1880 

Antique  English  and  French  Panelling 

Marble  and  Pine  Period  English  and  French 
Chimney  Pieces 

Period  Grates,  Fireirons  and  Fenders 


A  rare  late  George  II  Chippendale  caned  stripped 
pine  chimney  piece  with  matching  trumeau. 


78  DEODAR  ROAD,  LONDON  SW15  2NJ 
01-874  2101  —01-874  5669 

76  NEW  KINGS  ROAD,  LONDON  SW6  4LT 
01-736  5830 


Mondays  to  Saturdays,  9  am  to  6  pm. 
No  catalogues 


LOUIS  XV  CANNE  FAUTEUIL  DE  BUREAU 
MODEL  MAZARIN  SIGNED  FALCONET. 
FRENCH  1 8th  CENTURY. 

Height  35J",  Width  21  ,  Depth  19'. 

/Itufoe  CUoUcd 

Fine  French  18th  Century  Furniture  and  Objets  d'Art 

908  Madison  Avenue,  New  York,  N.Y.  10021 
Tel. :  (212)  YU  8-0160 
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Philip  Duncan  Ltd. 


A  superb  and  most  important  pair  of  Louis  XVI 
Candelabra  mounted  on  marble  bases. 
The  charming  bronze  figures  of  the  highest 
quality.  The  chasing  of  the  ormulu  of  the 
same  outstanding  calibre. 
Height  2'  5"  (74  cms)  Width  1'  5"  (43.5  cms) 


LOWNDES  LODGE  •  28  LOWNDES  STREET  •  LONDON  S.W.I 

(Almost  opposite  Carlton  Toners  Hotel)  Tel.  01-235  1512,  1513 


RICHARD  COURTNEY 

112-114  FULHAM  ROAD 
LONDON,  S.W.3 
telephone:  01-3704020 

^yfjfew/el  r^/Ae  J^f-lt/t^A  J>2$?i/tpcfe  ^0ea^l3  S$44oceti&o?i 


A  fine  quality  Pembroke  table  in  satinwood 
and  harewood,  crossbanded  with  rosewood ; 
retaining  the  original  handles  and  castors. 

English.  Circa  1780.  Price  -£1 175 

A  similar  table  is  at  Saltram  House, 
Plymouth  bearing  the  label  of  Henry 
Kettle.  Illustrated  in  The  Journal  of  the 
Furniture  History  Society 
Vol  II T966  plate  17. 

Length  26", 

width  with  flaps  up  35", 
height  27!" 


A  high  quality  bow-fronted  dressing  table  or  writing  table  in  satinwood,  crossbanded  with  Kingwood;  and  having 
finely  detailed  marquetry  inlay  in  various  coloured  woods.  Original  handles.  English.  Circa  1785. 


Length  44"    depth  23^"    height  31"    Price  £  1575 


THE  PRE-RAPHAELITE 
INFLUENCE 


MA  AS  GALLERY 

15A  CLIFFORD  STREET,  NEW  BOND  STREET,  LONDON  Wl 

TELEPHONE  01-734  2302 


Daily  10-5,  Sats  10-12  18th  June -6th  July 


W.  G.  SKIPWITH 

OF  WINCHESTER 

The 

Finest  Selection  of 
Paintings,  Watercolours 
and  Prints  in  the  area. 


5  Parchment  St.,  Winchester. 
Telephone  2911 


GALERIE  BARBIZON 

PARIS 


SELECTED  WORKS 

MASTERS  &  MINOR  MASTERS 

FROM  1830  TO  1880 

13th  June  -  7th  July 


71  Rue  Des  Saints-Peres-Paris  VI-222  18-12 
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Early  Georgian  Hanoverian  Flatware  Service  for  twelve  settings, 
complete  with  pistol-grip  knives; 
consisting  of  78  pieces. 


-tern  Ott4 


S.  J.  SHRUBSOLE 


S.  J.  SHRUBSOLE  LTD. 
43  MUSEUM  ST. 
LONDON  WC1A  1LY. 
TEL  01-405  2712 

One  minute  from  the  British  Museum. 

Member  of  the  British  Antique  Dealers'  Association 


S.  J.  SHRUBSOLE  CORP. 
104  EAST  57th  STREET 
NEW  YORK  10022 
TEL  0101-212-75-38920 

Member  of  the  National  Antique 
and  Art  Dealers'  Association  of  America 


Museums  and 
the  Environment 


From  the  head  of  the  Jupiter  Tonans  of  the  Museum  world,  Lord 
Eccles,  and  his  Committee,  is  now  awaited  the  birth  of  the  Report 
on  provincial  museums.  An  interim  Report  on  the  Report,  given 
last  year  at  the  annual  Conference  of  the  Museums  Association, 
provoked  that  sober  assembly  to  unprecedented  scenes  of  dis- 
illusion; the  museums  profession  now  awaits  the  completed 
documents  with,  at  the  best,  a  weary  hope,  and,  at  the  worst, 
complete  cynicism.  For,  quite  apart  from  that  ashy  foretaste  of  the 
Report's  probable  contents,  many  still-born  Reports  have  emanated 
from  individuals  and  committees  over  the  last  forty  years,  all 
carrying  the  same  melancholy  burden  of  complaint  and  aspiration. 
All,  including  the  1963  Standing  Commission  Report,  refused  to 
grasp  the  nettle  of  status  and  salaries  and,  despite  real  improvement, 
the  provincial  museum  is  still  as  likely  as  not  to  be  of  the  company 
ot  the  'municipal  museum  in  Ghost  Street . . .' 

One  reason  for  the  limping  progress  of  provincial  museums  is 
that  local  government,  faced  with  competing  claims  for  money, 
most  of  which  have  a  direct  social  relevance,  always  puts  any  'ivory 
tower'  institution  last  in  the  queue.  The  Museums  Association, 
with  councillors  (the  'institutional  representatives')  making  up  half 
its  members,  is  hampered  in  the  struggle  to  maintain  professional 
standards  and  to  assert  museum  claims.  The  opportunities  that  the 
present  re-organisation  of  local  government  could  have  brought  to 
provincial  museums  have  been  lost. 

One  wonders  whether  Lord  Eccles'  Committee  has  considered 
one  possible  enlargement  of  the  role  ot  the  provincial  museum,  a 
development  which  has  occurred  spontaneously  in  many  towns. 
I  refer  to  the  role  of  the  museum  in  conservation  outside  its  walls. 

The  collection  and  conservation  of  objects  has  always  been 
regarded,  and  rightly,  as  the  most  important  function  of  a  museum. 
Within  most  museums  there  exists  a  corpus  both  of  conservation 
techniques,  and  of  local  knowledge;  this  includes  not  only  the 
urban  historic  scene  and  local  vernacular  architecture,  but  the  local 
'natural  historical'  environment.  No  other  department  within 
local  government  is  similarly  equipped,  although  planners  have 
begun  to  recruit  (usually  unhappy)  archaeologists;  certainly  no 
other  department  has  this  inherent  commitment  to  conservation. 
At  present,  conservation  factors  are  ignored  when  most  planning 
decisions  are  made;  by  the  time  the  public  is  acquainted  with 
plans,  resistance  to  change  has  become  a  matter  of  prestige. 
Consequently  amenity  societies  and,  increasingly,  the  general 
public  feel  excluded. 

If  museums  were  brought  early  into  the  process,  the  interests  of 
conservation  could  be  represented  when  they  could  be  most 
effectively  pursued  and  the  museums,  by  involving  themselves 
more  with  their  community,  would  shed  something  of  their  'ivory 
tower'  image.  They  might  even  get  more  money.  And  it  might  be 
more  possible  to  avoid  such  tragedies  as  the  obliteration  of 
Worcester  and,  the  uncivilised  mutilations  of  Bath.  At  present, 
with  the  national  government  intent  on  devolving  more  power  to 
local  government,  further  mistakes  are  certain. 


It  is  interesting  that  an  objective  report  on  the  workings  of  a 
great  provincial  town  (the  McKinscy  management  f  irm's  report  on 
Liverpool  Corporation)  recognised  that  the  local  museum  should 
play  such  a  role.  The  aim  was  defined  as  'to  ensure  the  adequate 
protection  of  historically  and  scientifically  important  features  of  the 
environment  in  Liverpool  and  the  surrounding  region'  and  the 
proposed  activities  of  the  museum  'concern  the  definition  of 
conservation  areas  and  the  listing  and  scheduling  of  buildings  in 
Liverpool,  co-operation  with  regional  and  local  authorities  and 
organisations  on  the  conservation  of  the  natural  environment  in 
the  Liverpool  region  (Lancashire  Cheshire),  and  the  maintenance 
of  records  and  dissemination  of  information  on  the  local  environ- 
ment'. The  comment  was  made  that  'the  Museum  is  vitally 
concerned  with  conservation  and  its  staff  have  a  decided  interest  in 
and  knowledge  of  the  regional  environment  and  are  capable  of 
making  value  judgements  in  respect  of  its  various  elements  .  .  .  the 
Museum,  with  its  already  established  function  of  conservation, 
should  be  formally  involved  in  a  consultative  capacity  in  the 
procedures  of  conservation  carried  out  by  the  City'.  One  conclu- 
sion was  that  'the  Museum  should  be  in  a  position  to  become 
actively  involved  (e.g.  by  the  provision  of  finance)  in  the  protection 
of  .  .  .  the  environment'.  The  report  envisaged  'the  Museum 
becoming  the  primary  city  body  responsible  for  the  care  of  the 
environment  and  individual  features  of  it'.  Obviously,  this  goes 
quite  a  long  way  -  in  theory.  But  what  of  practice? 

A  recent  survey  of  the  larger  provincial  museums  has  show  n 
that  a  high  proportion  do  conservation  work  outside  the  museum, 
often  in  the  private  time  and  at  the  expense  of  the  staff  concerned, 
and  sometimes  furtively.  Both  historic  and  'natural  historic' 
conservation  activities  arc  well  represented.  Many  museums  do 
extensive  work  far  beyond  the  boundaries  of  their  local  authorities, 
and  such  anomalies  will  remain  despite  reorganisation. 

The  contact  of  most  museums  with  their  planning  departments 
is  erratic;  the  planners  consult  museums  with  caution,  aware  that 
their  basic  philosophies  are  opposed.  Often  such  contacts  are 
limited  to  reporting  listed  buildings  about  to  be  demolished.  Some 
museums  fear  embarrassing  conflicts  with  the  authorities  that 
govern  them.  Suspicion  and  pusillanimity  abounds,  but  nonethe- 
less a  function  of  enormous  potential  significance  has  been  partially 
assumed  -  a  function  entirely  different  from,  but  no  less  valuable 
than,  that  carried  out  by  the  national  museums. 

The  potentially  creative  conflict  between  the  museums  and 
planners  should  be  institutionalised.  The  resulting  consensus  of 
advice  should  give  a  more  balanced  judgment,  and  the  common 
spectacle  of  planning  authorities  and  the  environmentally  con- 
cerned community  at  loggerheads  might  be  avoided.  An  initiative 
is  needed  to  co-ordinate  the  effort  necessary  to  bring  order  into  the 
present  chaotic  situation;  although  this  important  work  of 
provincial  museums  may  be  ignored  in  Lord  Eccles'  Report,  it 
should  be  considered  soon  by  an  authoritative  body  that  has  the 
fundamental  power  to  influence  policies. 
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Gemini 


in  Kensington 

Terence  Davis 


To  the  west  of  the  Albert  Hall  lie  solid  acres  of  vast 
stuccoed  Italianate  houses  laid  out  in  squares,  terraces 
and  those  London  misnomers  'gardens'.  Sometimes 
there  isn't  a  garden  to  be  seen,  the  tall,  narrow  houses- 
up  to  seven  storeys  high -crying  out  for  a  leaf  to  soften 
this  last  flicker  of  peeling  classicism.  But,  to  balance  this 
aridity,  the  gardens  that  do  exist  are  often  those  of 
luxuriant  mid-nineteenth  century  character  and  among 
the  most  spectacular  are  Cornwall  Gardens  between  the 
Kensington  and  Cromwell  roads.  Here  the  magnificent 
plane  trees  climb  higher  than  the  houses  themselves  and 
can  be  seen  from  Kensington  Palace  well  to  the  north. 

Cornwall  Gardens  form  a  long,  thin  rectangle 
flanked  by  terraced  houses  of  the  1 86os  with  emphatic 
Ionic  porches,  balustraded  balconies  and  round-topped 
windows  to  the  first  floors.  The  very  narrowness  ot  the 
gardens  would  seem  to  dictate  that  each  end  should  be 
reasonably  open  as  in,  say,  Bryanston  or  Eaton  Squares 
of  some  decades  earlier;  but  no,  the  east  end  comprises 
another,  shorter  stuccoed  terrace  and  at  the  west  end 
loom  twin  architectural  freaks  which,  for  sheer  im- 
pudence alone,  are  unique  in  London.  Totally  out  of 
character  with  the  earlier  houses  on  cither  side,  their 
incongruity  reminds  us  of  those  late-Victorian 
churches  so  often  planted  in  the  centre  of  neat  Georg- 
ian and  Regency  squares.  There  they  stand,  layer  upon 
layer  of  heavily  decorated  fenestration  capped  by 
fanciful  Mansart-stylc  roofs  and  stone  chimneys 
pierced  by  attic  windows.  They  completely  block  the 
view  of  the  gardens  for  several  of  the  older  houses, 
pushing  their  bow  windows  into  the  greenery  like 
giant  grey,  unwelcome  intruders  on  a  sea  of  complac- 
ency. Their  date,  1882,  proclaims  them  to  belong  to 
that  age  when  positive  architectural  statements  of 
perverse  and  individual  nature  were  made  to  remind 
the  beholder  that  the  occupant  was  equally  as  self- 
possessed.  Moreover,  the  twins  were  detached  (if  only 
by  six  feet),  the  ultimate  in  snobbish  essentials,  perhaps 
making  the  residents  of  Grosvcnor  Place,  mere  terraces 
of  the  same  date,  envious  of  such  a  distinction. 

How  these  towering  mansions  came  to  be  built  in 
this  extraordinary  position  some  twenty  years  after 
their  neighbours  is  not  known.  J.  T.  Smith  of  Parlia- 
ment Street,  who  also  designed  part  of  the  now  much- 
admired  Mount  Street,  Mayfair,  was  the  architect  and 
the  houses  would  have  been  built,  by  William  Willett, 
as  pure  speculation.  The  area  was  then  highly  fashion- 
able and  there  would  have  been  little  difficulty  in  find- 
ing tenants  even  though  each  house  contained  5-6 
reception  rooms  and  fifteen  bedrooms.  Leases  of  ninety 
years  were  granted  at  an  annual  rent  of  ^550  and  a 


capital  sum  of  ^8,000.  The  architect  left  the  prospec- 
tive tenant  in  no  doubt  as  to  the  value  he  was  getting 
for  his  money;  The  Builder  of  22nd  April,  1882, 
describes  some  of  the  attractions  provided  to  delight 
the  Victorian  gentleman  of  importance:  'Externally 
the  walls  arc  faced  with  white  Burnham  bricks.  All  the 
ornamental  features  and  dressings  on  all  four  fronts  are 
executed  in  Portland  stone.  The  carving  was  carried 
out  by  Mr.  Scale  of  Walworth.  Internally  the  house 
has  been  expensively  fitted  and  finished,  having  oak 
parquetry  floors,  dados,  and  joiners'  work  to  the 
principal  rooms,  and  marble  floors,  pilasters  and 
columns  to  the  hall  and  staircase.  Walls  and  ceilings 


2.  An  engraving 
from  The  Builder, 
1882. 


Colour 

1.  The  twins  loom 
up  through  the  trees, 
separated  by  only  a 
few  feet. 
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J.  One  staircase  with 
elaborate  iron 
balustrade  remains 
intact. 

The  woodwork, 
originally  dark 
polished  oak,  has 
recently  been  painted 
white.  Grey  marble 
pilasters  are  now 
contrasted  against 
deep  yellow  walls. 


4.  The  main  landing 
retains  its  marble 
mosaic  floor.  The 
door,  replaced  by 
looking  glass,  once 
led  to  the  boudoir 
adjoining  the 
drawing-room. 


I     1  _ 


have  been  richly  decorated  in  the  Adam  style'.  A 
cheering  note  is  added,  in  a  building  of  foot- wearying 
dimensions,  to  the  effect  that  'speaking  tubes  and  elec- 
tric bells  have  been  laid  throughout'.  But,  less  happily 
for  the  servants,  'the  kitchen,  serving-room  and  other 
domestic  offices  (were)  placed  in  the  basement,  with  all 
the  requirements  of  a  first-class  town  residence'.  These 
descriptions  refer  to  the  southern  twin  now  known  as 
Garden  House  and  the  first  to  be  built. 

The  northern  twin,  Cornwall  House,  has  miracu- 
lously survived  a  punishing,  vandalistic  and  neglectful 
series  of  owners  and  incumbents  during  its  ninety-year 
life.  The  rise  and  fall  of  land  values,  the  whims  of 
fashion  and  the  increasing  demand  for  small  residential 
units  in  central  London  have  all  contributed  to  its 
ragged  career.  It  all  started  perfectly  well  with  Sir 
Polydore  de  Keyser,  first  Catholic  Lord  Mayor  of 
London  since  the  Reformation  and  a  founder  of  the 
Guildhall  School  of  Music,  taking  the  house  where  he 
lived  until  his  death  in  1898.  His  death  also  marked  the 
end  of  the  house's  short  life  as  a  whole  house  for  private 
occupation,  and  it  was  subsequently  used  as  an  em- 
bassy, headquarters  of  the  Ministry  of  Health  and,  in 
the  1920s  converted  into  flats  some  of  which  were 
again  sub-divided  into  bed-sitting  rooms. 

But  in  1882  no  thoughts  of  multiple  occupation 
were  in  Mr.  Seale's  mind  when  he  lavished  his  ener- 
gies on  external  display  to  catch  the  eye  of  the  first 
single  tenant.  Did  the  interiors,  however,  live  up  to  the 
exteriors?  The  Builder  promised  Adam-style  decora- 
tions, an  alternative  to  the  equally  prevalent  'Tudor- 
Jacobean'  style,  and  the  promise  was  largely  fulfilled. 
But  the  ambience  is  quite  un-English  and  there  is, 
combined  some  Adamesque  features,  a  ponderousness 
that  owes  more  to  the  Paris  of  the  Second  Empire  than 
to  anything  so  refined  and  immaculate  as  Adam.  Both 
mansions  have  recently  undergone  yet  another  trans- 
formation and  each  floor  has  been  modernised  and  re- 
converted into  one  or  two  flats. 

Over  the  years,  Cornwall  House  has  been  less 
mutilated  than  Garden  House  where  the  staircase  has 
been  truncated  and  most  of  the  original  gilded  ceilings 
removed.  In  the  former  the  large  rectangular  hall  with 
green  and  white  cross-banded  marble  floor,  brown 
marble  pilasters,  classical  cornice  and  mahogany 
panelled  dado,  remains,  giving  the  visitor  a  consider- 
able sense  of 'arrival'.  What  a  contemporary  sale  cata- 
logue describes  as  'the  grand  staircase'  rises  at  the  back 
of  the  hall,  cantilevered  in  stone  with  elaborate  iron 
balustrade  and  black  wood  handrail  in  simulation  of 
ebony.  The  broad  first  floor  landing  repeats  the  pil- 
asters and  cornice  but  here  the  floor  is  of  marble 
terazzo,  the  doors  leading  to  the  principal  rooms  being 
double  and  surmounted  by  lunettes  containing  plaster 
sculpture  in  high  relief  painted  brown  and  flecked  with 
gold.  Before  the  woodwork  was  recently  painted 
white  the  effect  was  sombre  and  rich,  far  removed 
from  the  felicity  of  the  18th  century,  but  perfectly  in 
tune  with  High  Victorian  respectability.  The  doors 
herald  the  original  drawing-room  and  boudoir,  some 
seventy  feet  in  total  length,  in  both  mansions  now 
adapted  to  form  single  flats.  Only  Cornwall  House, 
however,  retains  intact  a  large  original  ceiling,  that  in 
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5.  From  the  eastern 
end  of  the 
drawing-room  a 
vista  of  over  sixty 
feet  is  closed  by  a 
carved  wood  figure. 
The  lunette 
containing  high-relief 
sculpture  is  one  of 
ten  that  decorated  the 
first  floor  doors. 


« 
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7-  Looking  from  the 
present  ante-room, 
formed  out  of  the 
western  section  of  the 
drawing-room. 
The  decorations  are 
now  in  various 
shades  of  green. 


6.  A  dining-room 
has  been  formed  our 
of  an  original  annexe 
to  the  drawing-room. 


the  eastern  part  of  the  drawing-room.  Here  the  archi- 
tect provided  his  'Adam'  decorations  lavishly  with 
pilasters,  gilded  capitals,  festooned  frieze  and  a  geo- 
metric ceiling  comprising  a  central  radiating  fan  motif 
surrounded  by  garlands,  winged  seraphs  and  classical 
plaques.  The  carved  wood  chimncypicce  supports  an 
integral  looking-glass  reflecting  the  large  bow  window 
almost  touching  the  trees  beyond.  It  is  the  cream  and 
gold  haven  so  cherished  by  admirers  of  the  Ritz- 
Vanderbilt  style.  Osbert  Lancaster  referred  to  such  a 
room  when  he  wrote  that  'one  is  forced  to  admit,  if 
like  Henry  James  one  "can  stand  a  lot  of  gilt",  that  it 
was  a  style  that  at  least  had  the  courage  of  its  opulent 
convictions'. 


Colour 

8.  This  room  with 
its  Adam-style 
decorations  in  cream 
and  gold  formed  the 
eastern  section  of 
the  original 
draw'ing-room. 
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The  east  fronts  can  never  be  seen  in  summer  but 
when  the  trees  are  bare  they  loom  through  a  winter 
mist,  fantastic  silhouettes  against  the  sky.  Looking  at 
one  of  the  buildings  some  years  ago,  Gerard  Fay  asked 
in  The  Guardian:  'How  did  it  escape  from  19th 
century  New  York,  for  it  is  the  very  model  of  the 
millionaire's  palace  from  Fifth  or  Park  Avenue  .  .  .?' 
The  New  York  palaces  have  been  swept  away  but  the 
London  twins  remain,  lately  rescued  from  the  hand  of 
the  developer,  feller  of  trees,  champion  of  the  tower 
block. 


9.  Double  doors 
on  the  main  landing 
lead  directly  into 
the  ante-room. 


11.  A  drawing 
of  Cornwall  House 
by  Papas  for 
The  Guardian ,  1962. 


10.  In  the  main 
entrance  hall  the 
marble  floor  and 
pilasters  have  now 
been  restored. 


All  interior  photographs  were  taken  in  Cornwall  House. 


Gainsborough's  Duke 

and  Duchess  of  Cumberland 

with  Lady  Luttrell 

David  Mannings 


i.  Thomas 
Gainsborough. 
Henry,  Duke  of 
Cumberland,  with  the 
Duchess  of  Cumberland 
and  Lady  Elizabeth 
Luttrell. 
Oil  on  canvas, 
163.8  X  124.5  cm. 
Royal  Collection, 
Windsor  Castle. 
Reproduced  by 
gracious  permission  of 
Her  Majesty  the  Queen. 
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Gainsborough's  portrait  of  Henry  Frederick,  Duke  of 
Cumberland,  with  Anne,  Duchess  of  Cumberland,  and 
Lady  Elizabeth  Luttrell,  (No.  i)  hangs  at  Windsor 
Castle.  It  seems  to  have  been  painted  for  the  Duke, 
c.  1785-8,  but  remained  on  the  painter's  hands  and  did 
not  enter  the  Royal  Collection  until  after  Gains- 
borough had  died.1  I  shall  refer  to  it  as  the  Cumber- 
land picture,  and  discuss  it  together  with  two  prelim- 
inary sketches  which  exist:  one  in  the  British  Museum, 
and  one  recently  acquired  for  the  Royal  Collection.  In 
this  way  I  hope  to  throw  some  light  on  Gainsborough's 
attitude  to  composition,  which  he  expressed  in  a 
typically  diverting  but  somewhat  obscurely  worded 
letter  to  William  Jackson: 

The  lugging  in  objects  whether  agreeable  to  the  whole  or 
not  is  a  sign  oj  the  least  Genius  oj  anything,  jor  a  person 
able  to  collect  in  the  mind  will  certainly  groupe  in  the 
mind  also;  and  if  he  cannot  master  a  number  of  objects  so 
as  to  introduce  them  in  friendship,  let  him  do  but  a  few  - 
and  that  you  know  my  Boy  makes  simplicity.  One  part  oj 
a  Picture  ought  to  be  like  the  first  part  of  a  Tune;  that  you 
can  guess  what  follows,  and  that  makes  the  second  part  of 
the  Tune.2 

Now  it  would  be  possible  to  paraphrase  this,  but  the 
result  might  be  rather  solemn.  Instead,  let  us  turn 
straight  to  Gainsborough's  drawings  and  to  the  paint- 
ing itself,  to  see  how  one  particular  design  was  actually 
developed. 

The  drawing  in  the  Royal  Collection,  which  is 
certainly  the  earlier  of  the  two,3  (No.  2)  shows  that 


originally  he  thought  of  this  composition  in  terms  of  a 
horizontal  rectangle.  The  Duchess  is,  from  the 
beginning,  the  most  important  figure;  she  is  perfectly 
upright,  stationary,  and  occupies  almost  the  exact 
centre.  A  big  hat,  rather  like  the  one  worn  by  Lady 
Luttrell  in  the  final  version,  seems  indicated.  Her  left 
arm  is  placed  across  her  stomach.  The  Duke  has  hardly 
been  thought  about  at  this  stage;  he  is  just  scribbled  in, 
with  his  hat  lop-sided,  but  the  placing  of  the  legs  is 
approximately  what  we  shall  find  in  the  final  version. 
His  figure  droops  backwards  against  the  Duchess,  and 
a  little  dog,  quickly  but  vividly  sketched  in,  gambols 
at  his  feet.  The  figures  are  surrounded  by  dark  trees, 
which  form  a  hump  behind  them.  To  the  extreme 
right  of  this  dark  hump  is  Lady  Luttrell,  leaning  back 
in  a  pose  reminiscent  of  some  Other  late  figures  by 
Gainsborough;  in  fact  she  seems  mid-way  between  the 
Sketch  of  Mrs.  Robinson  (Royal  Collection)  and  one  of 
the  nymphs  in  the  unfinished  Diana  and  Actaeon  (Royal 
Collection).  The  top  corner  of  the  rectangle  above  her 
head  is  filled  by  a  dark  tree.  The  artist  has  at  this  stage 
paid  little  attention  to  the  space  between  Lady  Luttrell 
and  the  figures  of  the  Duke  and  Duchess  in  the  centre. 

Yet  this  final  rectangular  design  already  contains  the 
germ  of  the  final  oval,  in  the  way  that  all  the  shapes 
tend  to  rotate  in  a  loosely  connected  way  around  the 
figure  of  the  Duchess.  And  this  confirms  what  Sir 
Joshua  Reynolds  says  in  the  fourteenth  Discourse  about 
Gainsborough's  'manner  of  forming  all  the  parts  of  his 
picture  together;  the  whole  going  on  at  the  same  time, 
in  the  same  manner  as  nature  creates  her  works'.4 


2.  Gainsborough's 
first  drawing  for  the 
Cumberland  picture. 
Black  and  white  chalk 
on  grey  paper, 
25.1  X31.7  cm. 
Royal  Collection. 
Reproduced  by 
gracious  permission  of 
Her  Majesty  the  Queen. 
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3.  Gainsborough's 
second  drawing  for 
the  Cumberland 
picture. 

Black  and  white  chalk 
on  grey  paper, 
42.9  X  31.6  cm. 
Reproduced  by 
permission  of  the 
Trustees  of  the 
British  Museum. 


The  second  drawing,  in  the  British  Museum,  is  still  shapes  at  this  part  of  the  picture  is  now  almost  finalized ; 

within  rectangular  bounds  (No.  3),  but  Gainsborough  in  particular,  the  figure  of  the  Duchess  herself  is 

is  now  trying  a  tall  rather  than  a  wide  rectangle.5  Two  resolved  even  to  the  zig-zag  of  her  hem,  and  the  rest  of 

immediate  results  are  to  establish  the  final  vertical  axis  the  composition  will  be  worked  out  from  the  'logic'  of 

of  the  design  as  opposed  to  the  horizontal  distribution  her  pose.  This  is  one  of  Gainsborough's  greatest 

of  shapes  of  the  first  drawing,  and  to  bring  everything  creations,  and  has  a  history  of  its  own  which  it  is 

into  the  middle.  Except  for  the  Duchess  herself,  that  is,  worth  pausing  to  review. 

whom  we  find  now  displaced  slightly  from  the  centre         Shortly  before  he  painted  the  Cumberland  picture, 

and  set  in  movement  towards  the  left,  with  a  slight  tilt.  Gainsborough  executed  a  group  portrait  of  the  Three 

She  wears  a  smaller  hat.  The  sequence  of  light  and  dark  Eldest  Princesses:  Charlotte,  Princess  Royal  with  Augusta 
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female  figures.  Now  the  whole  Cumberland  picture 
has  a  connection  with  Watteau,  as  we  shall  sec,  but  this 
majestic  figure,  massive  yet  virtually  weightless, 
wearing  a  great  dress  which  gleams  like  beaten  silver 
metal,8  and  gazing  imperiously  out  at  the  spectator, 
can  hardly  be  found  in  dix-huitieme  painting  (No.  5). 
Her  true  predecessors  arc  to  be  found  in  seventeenth- 
century  Flemish  portraiture,  and  in  Rubens  rather  than 
-  as  we  might  normally  expect  with  Gainsborough  - 
Van  Dyck.9 


4.  Dupont's 
engraving  after 
Gainsborough's 
Tfiree  Eldest  Princesses, 
showing  the  original 
appearance  of  the 
portrait  before 
it  was  cut  down. 
Royal  Collection. 
Reproduced  by 
gracious  permission  of 
Her  Majesty  the  Queen. 


mid  Elizabeth,  and  this  was  finished  early  in  1784.6  It 
was  cut  down  to  fit  an  overdoor  in  the  nineteenth 
century,  but  from  the  present  fragment  at  Windsor 
Castle  and  from  Dupont's  engraving  of  the  original 
full-length  (No.  4)  we  can  see  that  the  figure  on  the 
left  is  very  close  indeed  to  our  Duchess,  not  merely  in 
pose,  but  also  in  the  way  she  moves  -  almost  bobbing 
like  a  cork  in  water  -  up  against  the  figure  next  to  her.7 
This  curious  effect  of  being  in  motion  without  actually 
travelling  along  is  peculiar  to  Gainsborough's  later 
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5.  Detail  of  No.  I. 


To  return  to  the  second  drawing,  we  notice  that  the 
Duke  is  now  quite  clearly  walking,  and  Gainsborough 
has  drawn  his  arm  extended,  as  if  poking  the  ground 
with  his  stick.  This  rather  obtrusive  gesture  disrupts 
the  emerging  oval  which  is  discernible  in  the  left  side  of 
the  design,  and  in  the  final  painting  the  artist  has 
returned  to  the  bent  elbow  which  may  just  be  made 
out  in  the  first  drawing,  though  it  is  hard  to  tell.  At  any 
rate,  the  outstretched  arm  does  not  appear  until  the 
second  drawing.  I  shall  say  something  about  a  possible 
source  of  this  motif  later.  In  choosing  to  give  the  Duke 
■;  loosely  bent  arm  in  the  final  painting,  Gainsborough 
has  returned  to  the  pose  of  his  own  earlier  full-length 
of  the  Duke,  exhibited  at  the  Royal  Academy  in 
1777,10  and  decisively  rejected  an  open,  expanding 
design  in  favour  of  an  enclosing  one,  which  finds 
expression  in  the  oval  shape  of  the  painting  itself. 

At  the  right  of  the  second  drawing,  Lady  Luttrell 
sits  up  a  bit,  and  this  small  action  has  implications 
which  are  explored  further  in  the  final  composition. 

The  Cumberland  picture  is  actually  on  a  rectangular 
canvas,  and  the  areas  at  the  corners  which  arc  hidden  by 
the  spandrels  of  the  oval  frame,  arc  lightly  painted  with 
a  continuation  of  the  ground,  sky  and  trees.11  The 
decision  to  make  the  picture  an  oval  seems  therefore  to 
have  been  taken  quite  late,  after  Gainsborough  had 
begun  to  sketch  in  the  finished  version;  when  he  saw 
the  way  it  was  developing  he  covered  these  areas  with 
thin  brown  paint. 

The  small  figures  are  very  much  part  of  the  park 
landscape.  We  can  see  this  as  Gainsborough's  last  word 
on  the  outdoor  portrait,  a  theme  he  had  explored 
early  in  his  career  in  works  like  Mr.  and  Mrs.  Andrews 
in  the  National  Gallery.  Furthermore,  it  is  no  accident 
that  he  should  have  returned,  so  late  in  his  career,  to 
the  smaller  scale  he  had  exploited  in  his  Suffolk  period. 
Unlike  Reynolds,  he  was  rarely  happy  with  a  big 


canvas.  However,  in  most  other  respects  the  Cumber- 
land picture  differs  from  its  predecessors. 

The  colours  arc  very  rich,  and  the  trees,  which  arc 
fairly  clearly  defined  in  the  middle-ground,  merge 
further  back  to  create  an  overall  subaqueous  depth 
through  which  light  filters.  The  fish-tank  aspect  is  also 
suggested  by  the  way  the  figures  are  placed  low  down 
in  the  picture,  as  if  sunk  to  the  floor.  In  this  submarine 
world  Lady  Luttrell  seems  to  drift  backwards,  and  has 
come  to  rest  up  against  the  side  of  the  oval,  and  the 
shape  she  makes  is  that  of  a  curve  which  echoes  the 
curve  of  the  frame,  of  the  boundary  of  the  composi- 
tion. But  she  forms  a  smaller,  more  tightly  curled  arc, 
and  this  sets  up  a  spiralling  movement,  a  rococo  eddy 
which  is  taken  up  by  the  flecks  of  light  on  the  trees  and 
completed  by  the  diagonal  juxtapositioning  of  the 
heads  of  the  Duke  and  Duchess. 

At  this  point  we  should  note  that  the  introduction  of 
an  architectural  feature  into  the  final  painting,  which  is 
not  indicated  in  the  preliminary  drawings,  is  certainly 
not  a  case  of 'lugging  in'  objects  for  no  special  reason. 
It  is,  of  course,  the  re-use  of  a  motif  which  was 
popular  with  Wattcau,  who  liked  to  place  pieces  of 
garden  architecture,  such  as  fountains  and  statues,  in 
significant  relation  to  his  figures.  In  the  Cumberland 
picture  it  is  very  carefully  placed  indeed: it  formsavital 
link  in  the  composition  which  depends  above  all  on  the 
most  subtle  calculation  of  intervals,  and  if  we  take  our 
analysis  one  stage  further  I  think  we  shall  see  how  this 
has  been  achieved. 

The  Duke  and  Duchess  arc  the  dominant  objects  in 
the  picture;  one  inevitably  looks  at  them  first.  The 
space  between  them  (the  outstanding  patches  of  light 
on  their  breasts  and  shoulders  provide  points  of 
reference)  is  to  be  compared  with  the  space  between 
the  Duchess  and  the  architectural  feature  to  the  right. 
This  is  greater,  but  not  double,  and  the  gap  between 
the  architecture  and  Lady  Luttrell's  big  hat  is  again 
greater  but  not  double.  This  is  in  'reverse  ratio'  to  the 
degree  of  curvature  of  the  spiral  itself,  that  is  to  say,  it 
closes  up  as  the  spiral  unwinds.  'One  part  of  a  Picture 
ought  to  be  like  the  first  part  of  a  Tunc;  that  you  can 
guess  what  follows,  and  that  makes  the  second  part  of 
the  Tune'. 

In  the  figure  of  Lady  Luttrell,  who  is  sketching,  we 
might  sec  a  faint  allusion  to  those  seated  figures  per- 
sonifying the  arts  which  were  popular  in  the  eighteenth 
century,  especially  in  France.12 

Gainsborough  has  taken  great  care  with  the  details, 
like  the  superbly  painted  dog  which  moves  forward  at 
the  Duke's  feet  to  'close'  the  group.  The  dog  was  part 
of  the  original  conception,  as  we  have  seen,  appearing 
in  the  first  drawing  as  a  faint  blob.  In  the  final  painting 
the  animal's  paws  connect  up  with  the  hem  of  the 
Duchess's  dress  to  form  a  shallow  curve  backwards 
into  the  picture  space,  surrounding  the  Duke's  point- 
ing toe  as  though  he  were  a  statue  in  a  niche.  This 
curve  changes  direction  at  the  lowest  point  of  the 
Duchess's  hem,  and  sweeps  back  into  sr  ice  behind  her 
train  where  it  is  taken  up  by  the  long  gentle  slope  of 
Lady  Luttrell's  dress  and  right  arm.  This  links  the  tiny 
detail  of  the  dog,  exquisite  in  itself,  through  the  feet  of 
the  figures  -  making  a  nice  irregular  zig-zag  at  the 
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bottom  edge  of  the  group  -  with  Lady  Luttrell  far 
back  at  the  opposite  edge  of  the  oval. 

Other  subsidiary  rhythms  can  be  found.  Their 
function  is  to  'tic  up'  the  composition,  to  give  it  an 
internal  structure  by  means  of  which  it  escapes  any 
suggestion  ot  slackness  and  allows  the  brilliant  handling 
to  make  the  maximum  impact. 

This  is  a  highly  original  picture.  Painted  at  a  time 
when  European  portraiture  was  adjusting  itself  to  the 
spatial  clarity  and  linear  severity  of  a  new  style,  a 
style  proclaimed  so  triumphantly  just  a  year  or  two 
earlier  by  Jacques-Louis  David's  Oath  of  the  Horatii, 
Gainsborough's  Cumberland  picture  shows  no  interest 
whatever  in  these  new  developments.  What,  then,  is 
the  background  to  his  inspiration  here? 

In  the  course  of  his  discussion  of  the  gradual  ad- 
vancement ot  Gainsborough's  genius,  Reynolds 
observes  that  such  progress  is  'in  general  imperceptible 
to  the  man  himsclt  who  makes  it;  it  is  the  consequence 
of  an  accumulation  of  various  ideas  which  his  mind  has 
received,  he  docs  not  perhaps  know  how  or  when. 
Sometimes  indeed  it  happens,  that  he  may  be  able  to 
mark  the  time  when,  from  the  sight  of  a  picture,  a 
passage  in  an  author,  or  a  hint  in  conversation,  he  has 
received,  as  it  were,  some  new  and  guiding  light .  .  ,'13 
Gainsborough  transformed  his  borrowings,  and  it 
would  be  unwise  to  insist  on  specific  debts  to  this  or 
that  source,  But  it  may  be  worth  looking  for  broader 
affinities,  and  it  is  easy  to  begin  by  saying  that  what 
R  "nolds  calls  the  'guiding  light'  came  from  France. 

The  basic  theme  of  the  Cumberland  picture  was  first 
stated  by  Watteau  in  La  Cascade'14  (No.  6),  which  for 
present  purposes  can  be  conveniently  studied  in  the 
copy  in  the  Wallace  Collection.  A  young  couple  are 
strolling  in  a  park,  close  to  a  fountain.  Perhaps  they 
have  just  met.  A  short  way  back  is  a  musician,  half 
sitting,  half  reclining  on  the  grass;  two  other  figures 
arc  visible  further  back.  Light  filters  down  between 
soaring  masses  of  foliage  to  illuminate  the  sculptured 
fountain  and  the  couple,  who  pause  by  the  gleaming 
water's  edge.  The  general  arrangement  is  not  unlike 
that  of  the  Cumberland  picture,  and  it  is  worth  noting 
that  the  position  of  the  man's  right  arm  suggests  a  quite 
direct  connection  with  Gainsborough's  second  draw- 
ing discussed  above.  And  whether  or  not  Lady  Luttrell 
can  be  related  to  personifications  of  the  arts,  she  has  an 
unmistakable  precursor  in  the  seated  musician  of  La 
Cascade.  The  most  obvious  differences  are  in  the  central 
figures.  The  delicate  intimacy  of  Wattcau's  couple,  en- 
grossed in  some  private  and  elusive  rapport,  is  nowhere 
apparent  in  the  haughty  glance  and  determined  step  of 
Gainsborough's  Duke  and  Duchess,  off  for  a  walk 
with  their  dog. 

Watteau's  painting  must  have  been  very  popular.  A 
good  many  copies  exist,15  and  variations  were  turned 
out  by  Nicolas  Lancret  after  he  gave  up  historical 
painting.  Wildcnstcin  records  seven  Promenades16  all 
quite  probably  based  to  some  extent  on  La  Cascade,  and 
painted  perhaps  in  the  1720s,  when  Lancret's  depend- 
ence on  Watteau  was  strongest.  One  interesting 
example  shows  a  significant  alteration  in  the  propor- 
tion of  the  figures  to  the  frame17  (No.  7).  The  pose  of 
Wattcau's  lady  is  repeated  fairly  closely,  but  the  man  is 


6.  After  Antoine 
Watteau. 
La  Cascade. 
Oil  on  canvas, 
46x37  cm. 
Reproduced  by 
permission  of  the 
Trustees  of  the 
Wallace  Collection. 
Watteau's  original 
was  painted  c.  171 5. 


7.  Nicolas  Lancret. 
La  Promenade. 
Oil  on  canvas 
61  X  51  cm. 
Galerias  Acquavella, 
Caracas,  Venezuela. 
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treated  differently.  He  now  has  his  feet  together,  his 
head  back,  and  his  proportions  arc  very  slightly 
elongated,  so  that  the  effect  is  more  flame-like  and 
refined.  The  setting,  with  its  smooth  paved  terrace  and 
sudden  jump  from  foreground  to  background,  is 
reminiscent  of  the  polite,  rather  vacant  kind  of  por- 
traiture favoured  by  the  French  aristocracy  at  the 
beginning  of  the  eighteenth  century. 1 8 

It  was  in  this  'enlarged'  form  that  the  motif  of  the 
strolling  lovers  first  appeared,  c.  1723-5.  in  England,  in 
a  painting  by  Philip  Mercier.  The  exact  date  of  Mer- 
cier's  arrival  in  London  is  not  known,  but  by  the  early 
1 720s  he  was  established  as  an  imitator  of  Watteau,  and 
probably  as  a  forger.19  His  original  painting,  entitled 
L'Heurcuse  rencontre  has  not  been  seen  since  1948,  but 
the  engraving  (No.  8)  shows  a  compromise  between 
Watteau  and  Lancret  in  the  combination  of  the 
enlarged  figures  with  subsidiary  figures  in  a  park 
setting.  In  view  of  the  fact  that  Mercier  was  working 
in  this  country,  and  that  he  must  be  counted  one  of  the 
chief  channels  whereby  Wattcau's  pictures  became 
widely  known  here,  it  is  tempting  to  point  to  him  as 
Gainsborough's  inspiration.  However,  although  the 
first  two  drawings  for  the  Cumberland  picture  show  a 
proportion  of  figure  to  frame  closer  to  Mercier- 
Lancret  than  to  Watteau,  the  similarity  will  not  go 
much  further.  In  fact  there  is  no  need  to  establish  a 
specific  source;  it  is  the  type  that  counts.  There  was  a 
considerable  flow  of  prints  from  France  into  England 
in  this  period.20  La  Cascade  was  itself  available  in  this 
form  by  1729,21  engraved  by  one  of  the  Scotin  family. 
Louis  Gerard  Scotin,  nephew  and  pupil  of  Old  Scotin 
(died  1715),  was  in  London  from  1733,  where  in  1745 
he  executed  two  of  the  plates  for  Hogarth's  Marriage 
a  la  Mode,  as  well  as  several  pictures  by  Francis 
Hayman.22  Gainsborough  was  in  touch  with  Hayman 
in  London  in  the  1740s,  so  there  may  well  be  a  link 
which  by-passes  Mercier  altogether.  Another  artist  we 


are  bound  to  consider  in  this  context  is  Hubert 
Gravclot,  in  England  from  c.  1732  till  his  return  to 
France  in  1745.  His  lightweight  figure  style  had  a  pro- 
found influence  on  several  British  artists,  among  them 
Joseph  Highmore  and  Hayman  (No.  9).  The  tradition 


8.  Philip  Mercier. 
L'Heurcuse  Rencontre 
(The  Happy 
Meeting). 
Etching, 
35.5x30.5  cm. 
Reproduced  by 
permission  qj  the 
Trustees  of  the 
British  Museum. 
C.  1723-5. 


y.  Hubert  Gravclot. 
Illustration  to 
James  Bcntham's 
History  and 
Antiquities  oj  the 
Conventual  and 
Cathedral  Church 
qfEly. 
Engraving, 
9.3  X  15.4  cm. 
Gravelot  sees  the 
landing  of 
St.  Augustine  as  a 
sort  of  egalaute, 
and  en  ,'loys  a 
pictori  .l  structure 
close  to  that  used  by 
Gainsborough  in  his 
first  sketch  for  the 
Cumberland  picture. 
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io.  Joliann  Zoffany. 
Scene  from  '  The 
Clandestine  Marriage'. 
Oil  on  canvas, 
100.3  X  125.7  cm. 
Garrick  Club, 
London. 

Apparently  painted 
at  the  request  of 
George  m  and 
Queen  Charlotte 
towards  the  end  of 
1769. 


that  Gainsborough  actually  worked  with  Gravelot  on 
the  engravings  of  Houbraken's  Illustrious  Heads  has  not 
been  confirmed  by  recent  research,23  but  there  is  no 
doubt  that  Gravelot  was  one  of  the  chief  means  where- 
by the  rococo  permeated  English  painting  in  the 
1740s.24  Now  the  two  most  characteristic  products 
associated  with  this  whole  group  of  artists  are  the 
Conversation  Piece  and  the  painting  of  scenes  from  the 
theatre,  both  of  which  contributed  something  to 
Gainsborough's  Cumberland  picture. 

In  fact  the  Conversation  Piece  and  theatre  scenes 
developed  along  quite  separate  lines  until  the  1750s, 
when  they  fused  to  form  a  distinct  type  which  is 
sometimes  called  the  'theatrical  conversation  piece'. 
This  reached  its  fullest  development  in  the  hands  of 
Johann  Zoffany,  and  under  the  encouraging  eye  of 
David  Garrick.25 

Gainsborough's  first  drawing  for  the  Cumberland 
picture  has  more  than  a  hint  of  Zoffany  about  it,  in  the 
horizontal  composition  and  the  figures  grouped  under 
trees.26  Without  stressing  the  connection  too  hard,  it 
might  be  interesting  to  single  out  one  particular 
example  of  this  type  for  comparison.  Zoffany's  Scene 
from  the  Clandestine  Marriage  was  'painted  at  the  ex- 


press command  of  George  m  after  witnessing  Mrs. 
Baddeley's  performance'.27  (No.  10).  The  play  was 
first  performed  in  February  1766,  but  the  occasion 
which  so  impressed  the  King  was  the  Command  per- 
formance at  Drury  Lane  on  October  12,  1769.  It  seems 
unlikely  that  Gainsborough,  who  was  at  the  height  of 
his  powers  at  this  time,  should  have  been  inspired  by 
such  a  prosaic  artist  as  Zoffany,  but  a  close  inspection 
reveals  a  number  of  similarities. 

A  fashionably  dressed  couple  move  slowly  across  the 
picture,  and  although  the  man  is  right  in  the  middle 
the  lady  is  to  the  left,  which  shifts  the  balance  of  the 
design  in  that  direction.  The  ground  is  light,  and  the 
trees  behind  the  couple  are  dark.  In  the  background, 
to  the  right,  a  single  figure  contributes  a  subsidiary 
interest.  The  path  along  which  the  couple  walk  curves 
back  into  the  picture  so  that  the  lower  right-hand 
corner  of  the  canvas  is  occupied  by  a  curved  shadow, 
rather  like  the  curved  spandrel  of  an  oval  picture-frame. 
Can  we  see  here  the  germ  of  an  oval  design  lurking  in 
Zoffany's  rectangle,  an  idea  which  needed  Gains- 
borough's sharper  intelligence  to  evolve  into  a  really 
complete  compositional  motif? 

I  have  tried  in  this  article  to  clarify  the  stylistic  back- 
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ground  against  which  Gainsborough's  picture  should 
be  seen,  and  to  describe  its  actual  genesis  as  a  design.  If 
we  now  return  to  the  letter  I  think  we  can  see  what  he 
means  by  such  phrases  as  'groupe  in  the  mind',  and  the 
musical  metaphor  seems  exactly  right. 

In  conclusion  I  want  to  stress  that  the  Cumberland 
picture  is  thoroughly  French  in  spirit,  in  fact  it  is 
Gainsborough's  most  ingenious  piece  of  rococo 
design.  Yet  it  is  interesting  that  in  the  course  of  this 
study  in  the  fete  galante  and  its  possibilities  for  full- 
length  portraiture,  he  seems  to  have  reached  back 
beyond  Watteau  to  his  sources,  and  in  the  figure  of  the 
Duchess  caught  just  an  echo  of  Rubens  himself.  This 
experiment  in  marrying  portraiture  with  the  fete 
galante  is  in  striking  contrast  with  the  attempt  of  his 
great  rival,  Reynolds,  who  devoted  his  energies  to 
marrying  portraiture  with  the  Grand  Manner  of  the 
Italian  Renaissance. 

The  Cumberland  picture  was  one  of  Gainsborough's 
last  works.  On  his  death  bed  he  told  William  Jackson 
that  he  was  sorry  to  leave  life  just  as  he  was  beginning 
to  do  something  with  his  art.28 

I  am  grateful  to  Professor  Peter  Murray  for  his 
comments  on  an  early  draft  of  this  article,  and  to 
Dr.  David  Irwin  for  valuable  advice  and 
encouragement  during  the  concluding  stages. 
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The  Roll  and  Reinhold 

Celestial  Globe 

of  the  Emperor  Rudolph  II 


J.  F.  Hayward 


i.  Celestial  globe 
with  clockwork 
movement 
by  Georg  Roll  and 
Johannes  Reinhold 
purchased  from 
Georg  Roll  in  Prague 
by  the 

Emperor  Rudolph  II 
at  Christmas,  1584. 
Victoria  &  Albert 

Museum. 


In  an  article  that  appeared  in  The  Connoisseur  for 
December,  1950  entitled  'The  Celestial  Globes  of 
Georg  Roll  and  Johannes  Reinhold'  I  published  for 
the  first  time  a  celestial  globe  in  the  Victoria  and  Albert 
Museum  which  was  dated  1584  and  signed  by  the  two 
Augsburg  clock-makers,  Roll  and  Reinhold.  After 
discussing  its  relationship  with  the  four  other  very 
similar  globes  by  the  same  masters  which  are  extant,  I 
concluded  with  the  suggestion  that  this  globe  was  most 
probably  identical  with  one  delivered  to  the  Prague 
Kunstkammer  of  the  Emperor  Rudolph  II  by  Reinhold 
in  November,  1589. 

Since  this  article  appeared  these  celestial  globes  have 
formed  the  subject  of  two  detailed  studies  by  Hans  von 
Bertele  and  Maximilian  Bobinger  respectively.1  The 
researches  of  the  latter  make  it  possible  to  amend  my 
previous  identification  and  to  fill  in  the  early  history  of 
the  Victoria  and  Albert  Museum  globe  (No.  1).  The 
individual  feature  of  this  globe  which  distinguishes  it 
from  the  others  is  the  presence  on  the  knop,  which 
holds  the  four  arms  together,  of  the  imperial  eagle  or 
Reichsadler.  This  suggests  that  the  globe  was  made  to 
the  order  of  the  Emperor  or  at  any  rate  one  of  his 
family  and  it  was  its  presence  that  prompted  me  in 
1950  to  identify  the  globe  as  being  one  from  the 
imperial  Kunstkammer.  It  has  since  been  shown  that  it 
was  not  made  to  order,  though  it  was  intended  to  be 
offered  for  sale  to  the  Emperor.  Nevertheless  it  is  the 
presence  of  the  imperial  eagle  that  has  made  it  possible 
to  trace  its  history.  Of  the  remaining  globes,  that  at 
Vienna  (No.  2)  has  a  conventional  leaf  pattern  on  the 
knop,  while  of  those  in  Paris,  Naples  and  Dresden  each 
has  a  pelican  engraved  on  each  side  of  this  member. 

In  1584  Roll  and  his  co-worker  Reinhold  had 
completed  two  celestial  globes,  and  at  Christmas  of  the 
same  year,  the  former  travelled  to  Prague  taking  them, 
together  with  various  silver  vessels,  in  order  to  find 
purchasers  at  the  Imperial  court.2  He  succeeded  in 
selling  one  globe  to  the  Emperor  Rudolph  and  the 
second  to  his  brother  the  Archduke  Ernst.  The  latter 
globe  is  probably  that  still  in  the  Kunsthistorisches 
Museum,  Vienna  (No.  2).  It  is  signed  and  dated  on  a 
cartouche  '1584  Facta  in  Augusta  per  Georgium  Roll'. 
The  globe  is  also  stamped  four  times  on  the  bottom 
plate  with  the  mark  of  Johannes  Reinhold  -  the  initials 
IO. RE  -  and  bears  a  second  date  1583  on  the  terrestial 
globe  below,  showing  that,  in  spite  of  the  signature  of 
Roll  alone  on  the  cartouche,  it  was,  like  the  other 
globes  of  this  series,  made  by  the  two  masters  working 
together.3 

The  celestial  globe  that  was  bought  by  the  Emperor 
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2.  Celestial  globe 
with  clockwork 
movement  and 
terrestial  globe  btlow 
by  Georg  Roll  and 
Johannes  Reinhold, 
purchased  by 
Archduke  Ernst  von 
Habsburg  from 
Georg  Roll  in  Prague 
at  Christmas,  1584. 
Kunsthistorisches 
Museum,  Vienna. 


failed  unfortunately  to  satisfy  its  new  owner,  and  as  a 
result  Roll  was  called  to  account.  The  proceedings  that 
followed  throw  an  interesting  light  on  the  history  of 
the  globes.  A  letter  from  the  Emperor  Rudolph  to  the 
City  Council  of  Augsburg  dated  June  21,  1585  states 
that,  when  Roll  had  visited  Prague  shortly  before,  he 
had  behaved  towards  the  Emperor  in  an  unsatisfactory 
manner.  Further  that  Roll  would  recall  the  circum- 
stances if  he  were  reminded,  and  that  he  should  be 
committed  to  prison  for  several  days  as  a  warning  and 
to  encourage  him  to  show  more  regard  for  the  truth  in 


future.  Roll  was  accordingly  summoned  to  a  hearing 
before  the  City  Council  on  July  10,  1585.  He  stated  in 
evidence  that  he  had  spent  some  eight  weeks  in  Prague 
at  the  end  of  1584  and  on  this  occasion  had  sold  to  the 
Emperor  a  globe  with  clock  movement  for  the  sum  of 
1200  Taler.  The  Emperor's  Chamberlain,  Hans  Popp, 
had  inspected  the  globe  and  its  trial  run  had  proved 
satisfactory.  He  had  taken  two  globes  of  exactly  the 
same  quality  to  Prague  and  had  intended  to  ask  T500 
Taler  for  each.  In  the  end  he  had  let  the  Emperor  have 
his  globe  for  the  reduced  price  of  1200  while  the 
Archduke  Ernst  had  paid  the  full  price  of  1500  Taler. 
Subsequently  the  Emperor's  Chamberlain  had  written 
complaining  that  he  had  sold  a  much  better  globe  to 
the  Archduke  and  had  treated  the  Emperor  'in  a 
scurvy  manner'.4  Roll's  defence  was  that  there  was  no 
difference  between  the  two  globes  and  that  he  had 
done  the  Emperor  no  wrong.  He  had  in  fact  been 
asked  at  the  time  if  he  possessed  a  better  example  and 
had  replied  in  the  negative;  this  was  perfectly  true  and 
he  maintained  that  his  behaviour  towards  the  Emperor 
had  been  correct  and  he  had  always  spoken  the  truth. 

An  appeal  was  then  sent  to  the  City  Council  signed 
by  Roll's  relatives,  one  of  whom  was  the  Stadhaupt- 
niaini  of  Augsburg,  and  his  two  closest  colleagues,  \  lans 
Reinhold  and  Hans  Marquart,  asking  for  their  inter- 
vention in  Roll's  favour.  They  explained  that  the  reason 
he  had  sold  the  globe  to  the  Emperor  for  1200  instead 
of  1500  Taler  was  that  he  expected,  as  a  result  of 
various  advantages  which  might  follow  from  having 
the  Emperor  as  his  customer,  to  make  up  the  difference 
later.  It  was  quite  untrue  that  he  had  sold  the  better 
globe  to  the  Archduke  and  there  was  no  difference 
whatever  between  them.  Furthermore  the  Emperor, 
instead  of  complaining,  should  have  been  pleased  at 
getting  the  reduction  of  300  Taler.  Finally  the  two 
master-clock  makers,  Reinhold  and  Marquart  would 
guarantee  that  there  was  no  difference  whatever 
between  the  two  globes  apart  from  the  presence  of  the 
imperial  eagle  on  the  globe  sold  to  the  Emperor.  This 
last  piece  of  information  establishes  beyond  reasonable 
doubt  that  the  globe  in  the  Victoria  and  Albert 
Museum  is  the  one  bought  about  Christmas  1584  by 
the  Emperor  Rudolph. 

It  is  not  difficult  to  imagine  what  had  happened  to 
cause  the  trouble.  The  Emperor  Rudolph  and  his 
brother  must  have  discussed  their  globes  an  I  the  prices 
paid,  and  the  Emperor,  learning  that  his  globe  was  so 
much  cheaper,  jumped  to  the  unjustified  conclusion 
that  it  was  also  inferior  to  that  of  his  brother.  Presum- 
ably the  Archduke,  having  paid  the  larger  price  would 
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have  been  anxious  to  confirm  the  Emperor  s  impression 
and  thus  added  fuel  to  the  fire. 

On  the  day  following  the  hearing  the  City  Council 
wrote  to  the  Emperor  confirming  that  Roll  had  been 
imprisoned  in  a  tower.  After  two  days  imprisonment 
Roll  himself  wrote  a  lengthy  appeal5  to  the  Emperor, 
repeating  his  explanation  of  the  difference  in  price  and 
assuring  him  that,  apart  from  the  presence  of  the 
imperial  eagle  on  the  knop  of  his  globe,  there  was  no 
difference  between  them.  He  did  admit  that  he  should 
have  shown  both  and  not  only  one  of  the  globes  to  the 
Emperor.  However,  the  other  one  had  been  sold  not  to 
some  foreign  potentate  but  to  the  Emperor's  own 
brother.  Finally  he  requested  that  a  term  should  be  set 
to  his  imprisonment  which  was  a  great  disaster  for  him 
and  his  family.  Moreover,  the  work  of  his  twenty-five 
journeymen  and  assistants  was  interrupted.  It  was  not 
till  July  24  that  the  Emperor  signed  a  further  letter  to 
the  City  Council  stating  that  he  was  satisfied  and  that, 
in  the  interest  of  Roll's  work-people,  he  might  be 
released.  That  he  was  not  convinced  of  Roll's  innoc- 
ence is  indicated  by  the  hope  he  expressed  that  the 
latter  would  behave  better  in  his  relations  with  the 
Emperor  in  future. 

Turning  now  to  the  two  globes,  there  seems  to  be 
no  doubt  that  those  in  London  and  Vienna  arc  the  two 
referred  to  in  the  correspondence;  they  are  the  only 
ones  dated  1584,  the  other  three  having  been  made 
later.  Those  now  in  Paris  and  Dresden  are  dated  1588 
and  that  in  Naples  1589.  Rudolph  II  possessed  a  num- 
pcr  of  globes  in  his  collection ;  an  inventory  covering 
the  period  1607-1611  includes  two  which  might  well 
have  been  those  referred  to  in  the  incident  narrated 
above.6  The  descriptions  are  as  follows: 

3Q4.  Ein  gross  uhrwerckh,  ist  ein  globus  cockstis  oben 
und  unden  zu  fussen  ein  kleiner  globus  terrestris,  tiff 
einem  hohett  fuss,  achtccgct  unden  mit  sonnenuhrn ,  zu 
ober  ein figur,  die  astrologia  mit  einem fahncn ,  darin 
der  rcichsadlcr. 

3q6.  Ein  ander  grosser  globus  coelestis  auf  einem 
hohen  fuss  mit  4  lewcntapen,  die  cugeln greiffen , 
unden  uff  der  basis  sein  sonnenuhrn  und  ein  kleiner 
globus  terrestris.  Zu  ober  ist  eine  sphera  undjendlein 
darauf. 

I  he  first  of  these  two  descriptions  fits  the  globe  still 
in  Vienna  except  for  the  reference  to  the  Reichsadler  on 
the  flag  held  by  a  figure  of  Astrologia;  the  flag  is  there 
but  lacks  the  imperial  device;  it  has  presumably  been 

NOTES 

1 .  ]  [aoi  t  "ii  Id  1  tele, i  lloben  und Spharen,  Lausanne,  1961. 
Maximilian  Uobmgcr,  Kwistuhrmaclier  in  Alt-Augsburg, 
Augsburg,  1969. 

2.  Bobingcr,  op  cit.  p.  34.  The  whole  history  of  Georg  Roll's 
troubles  with  the  Emperor  Rudolph  related  in  the  present 
article  is  drawn  from  this  work. 

3.  This  information  was  kindly  communicated  to  me  by 
J  )r.  Erwin  Neumann,  Director  of  the  Sammlung  fiir 
Plastik  und  Kunstgewerbc,  Kunsthistorischcs  Museum, 
Vienna. 

4.  'und  also  mit faulen  ftschen  umbgangen  sey'. 

5.  Printed  in  facsimi     Bobingcr,  op.  cit.  pi.  5,  a,b,c. 

6.  I  am  indebted  to  \  j    E,  Neumann  for  the  extracts  from  this 


replaced.  The  second  description  mentions  that  the 
globe  was  surmounted  by  a  sphere  and  a  small  flag  or 
banner,  features  which  are  no  longer  present  on  the 
London  globe :  the  latter  is,  however,  preserved  in  so 
incomplete  a  condition  that  their  absence  is  not  of 
great  significance.  If  we  accept  the  proposition  that  the 
globe  still  in  Vienna  is  the  one  originally  purchased  by 
the  Archduke  Ernst,  it  is  necessary  to  account  for  its 
presence  in  the  collection  of  the  former  Habsburg 
Emperors.  This  is  not,  in  fact,  difficult.  The  Archduke, 
who  was  born  in  Vienna  in  1533,  was  the  eldest 
brother  of  the  Emperor  Rudolph.  Educated  in  Spain 
he  was  appointed  Governor  of  Austria,  but  transferred 
in  1593  to  Brussels  where  he  held  the  Governorship  of 
the  Netherlands  until  his  death  there  in  1595.  Like  his 
elder  brother  he  was  a  keen  collector;  unfortunately 
the  full  record  of  his  purchases  kept  by  his  private 
secretary  only  covers  the  last  two  years  of  his  life.7  It 
does,  however,  show  that  in  addition  to  his  other 
interests  he  was  particularly  fond  of  clocks.  In  1593  he 
purchased  what  was  described  as  a  horologium  universale 
from  Erasmus  Habermel  and  in  August  1594  a  bill  was 
paid  for  repair  to  another  clock.  After  his  death 
amongst  his  debts  that  were  settled  were  payments  for 
two  pendulum  clocks  to  a  Graz  clockmaker,  for  two 
clock  cases  bought  in  Prague  and  finally  another  pay- 
ment in  respect  of  seven  small  watches  sent  by  the 
Archduke  to  the  widow  of  the  Emperor  Maximilian 
in  Spain. 

The  historian  of  the  imperial  art  collections  informs 
us  that  after  the  death  of  the  Archduke  Ernst  all  his 
property  was  brought  back  to  Vienna,  where  it  was 
divided  up,  though  how  is  not  recorded.8  It  appears, 
however,  that  the  Emperor  obtained  the  lion's  share. 
In  view  of  the  strength  of  his  feelings  just  ten  years 
earlier,  there  can  be  little  doubt  that  he  would  have 
taken  steps  to  obtain  the  Roll  and  Reinhold  globe 
which  he  had  considered  so  much  superior  to  his  own. 
If  we  are  correct  in  identifying  item  No.  396  on  the 
1607  J 161 1  inventory  as  the  globe  he  had  purchased  in 
1584,  then  it  would  appear  that  his  acquisition  of  the 
second  globe  did  not  lead  him  to  dispose  of  the  first. 
Nevertheless  the  latter  did  not  stay  amongst  the  Im- 
perial Collections;  possibly  my  previous  suggestion 
that  it  was  amongst  the  objects  looted  by  the  Swedes 
when  they  occupied  Prague  in  1648  is  correct.9  Its 
present  condition,  lacking  its  base,  the  terrestial  globe 
that  stood  below  it  as  well  as  the  sphere  that  surmount- 
ed it,  would  be  consonant  with  the  rough  treatment 
that  might  be  expected  if  it  was,  in  fact,  looted. 

inventory.  In  translation  they  are:  394  A  large  clockwork, 
there  is  a  celestial  globe  above,  and  below,  between  the 
feet,  a  small  terrestial  globe,  standing  on  a  tall  octagonal 
base  with  a  sundial  below;  above  is  a  figure  of  Astrologia 
with  a  flag,  bearing  the  imperial  eagle. 
396  Another  large  celestial  globe  standing  on  a  tall  base 
with  four  lion  claws  which  clasp  balls,  underneath  on  the 
base  a  sundial  and  a  small  terrestial  globe.  Above  a  sphere 
and  a  small  banner. 

7.  A.  Lhotsky,  Festschrift  des  Kunsthist.  Museums,  II  Tcil, 
Erste  Halfte,  Vienna,  1941-5,  p.  214/5. 

8.  Lhotsky,  op.  cit.  p.  221. 

9.  The  Connoisseur,  December,  1950,  p.  171. 
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Bottle  and  Box  Labels, 
1770-1840 

John  Gloag 


;4  Skno*t 


i.  Eight  oval  labels 
for  bottles  or  boxes 
containing  lozenges, 
sold  by  chemists, 
apothecaries  and 
confectioners  during 
the  last  quarter  of 
the  eighteenth  and  the 
opening  decades  of 
the  nineteenth 
century. 

Author's  Collection. 


During  the  late  eighteenth  and  early  nineteenth 
centuries,  the  design  of  the  engraved  labels  used  on 
bottles  and  boxes  by  apothecaries,  chemists  and  con- 
fectioners had,  on  a  smaller  scale  and  in  a  more  com- 
pact form,  the  same  recognisable  relationship  to 
architectural  ornament  and  the  decoration  of  furniture 
as  tradesmen's  cards.  The  power  of  visual  association 
was  as  well  known  to  purveyors  of  consumable  goods 
in  the  Georgian  age  as  it  is  to  the  modern  advertising 
executive,  but  was  exercised  with  more  grace,  especi- 
ally on  labeis,  which  were  essentially  reminder 
advertisements  displayed  at  the  point  of  sale,  and 
intended  to  convey  by  their  character  an  air  of  respect- 
able familiarity.  That  was  vitally  important  as  many  of 
the  bottles  and  boxes  contained  remedies  that  were 
barely  plausible,  often  futile,  sometimes  dangerous,  and 
nearly  always  very  expensive.  'Promise  -  large  promise 
-  is  the  soul  of  advertisement',  Dr.  Johnson  had  said ; 
and  on  labels  the  visual  arts  were  enlisted  as  subtle 
reinlorcements  to  the  extravagant  promises  that  were 
made  in  newspaper  announcements,  while  the  habitual 
use  of  the  word  lozenge  suggested  something  as  in- 
nocuous as  a  comfit;  a  sweetmeat  rather  than  a  pill. 
Some  were,  indeed,  honest  sweets. 

Advertisements  printed  in  Georgian  newspapers 
reveal  that  the  distribution  of  lozenges  with  dubious 
medical  claims  was  not  restricted  to  apothecaries, 
chemists  and  confectioners.  For  example,  the  elegantly 
labelled  Magnesia  lozenges  (No.  i),  were  recommend- 
ed for  'the  heartburn,  &c'  and  their  healing  virtues 
extolled  in  an  advertisement  that  appeared  in  The 
Public  Advertiser,  Tuesday,  June  9,  1767,  page  2  column 
4,  which  assured  the  intending  purchaser  that  'The 
major  Part  of  the  Ingredients  that  Compose  these 
Lozenges,  have  been  prescribed  for  many  Years  in 
private  Practice,  with  the  greatest  Success;  there 
wanted  but  the  addition  of  Magnesia,  to  render  them 
the  most  effectual  Remedy  yet  discovered  in  curing  all 
Complaints  of  the  Stomach  and  Bowels  .  .  .'  The 
writer  then  expanded  his  theme  with  nauseating  details 
that  are  unquotable  even  in  our  brutally  permissive 
age.  After  claiming  that  they  defended  'the  Stomach 
from  the  ill  effects  of  Wine,  Punch  or  Beer,'  he  said 
that  they  were  'prepared  and  sold  at  Number  3,  in 
Great  Carter  Lane,  Doctors  Commons,  at  Mr.  Cook's 
Booksellers,  in  Cornhill,  Bougeois,  Perfumer,  in  the 
Haymarket;  Berwis,  Confectioner,  in  Compton- 
Street,  Soho,  and  at  Middleton's  Stationer  opposite  the 
New  Church  in  the  Strand,  at  is  the  Box'. 

The  influence  of  Robert  Adam  and  the  Neo- 
classical taste  is  apparent  in  the  labels  in  No.  1,  notably 
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2.  Nine  oval  labels, 
of  the  same  period  as 
those  in  No.  i. 
All  are  symmetrical 
in  design,  with  clear 
lettering,  derived 
from  Roman 
prototypes,  with  the 
exception  of  the  word 
lozenges  in  the 
example,  bottom  left. 
Author's  Collection. 


Right,  above 

3.  Six  labels  with 
lettering  imposed 
on  a  shell  motif 
(above),  and  four 
strip  labels  (below). 
Late  eighteenth 
century.  Like  the 
examples  in  Nos.  1 
and  2,  they  reflect 
prevailing  loyalty  to 
the  classic  idiom 

in  design. 
Author's  Collection. 

Right,  below 

4.  Four  labels, 

c.  1820-40,  that  show 
a  decline  in  standards 
of  lettering  and  the 
influence  of  the 
romantic  movement 
and  taste  for  the 
picturesque. 
Author's  Collection. 


in  those  for  Nice,  Heartburn,  Magnesia  and  Pepper- 
mint loz<  ages;  without  the  lettering  they  might  easily 
be  patterns  for  inlaid  ornament  on  drawer  fronts  or 
table  tops.,  of  the  kind  illustrated  in  Hepplewhite's 
Guide.  The  artists  who  supplied  drawings  for  the 
engraved  plates  of  copy  books  on  architecture  and 
furniture  occasionally  employed  their  talents  for  labels 
and  trade  cards,  interpreting  the  character  of  classic 
ornament  with  confident  ease  and  taking  discreet  liber- 
tics  with  the  sober  Roman  alphabet,  even  putting  it 
into  fancy  dress  without  sacrificing  legibility.  The  only 


hint  of  distortion,  portent  of  an  unbecoming  future 
corpulence,  appears  in  the  label  for  Bath  lozenges  (No. 
1);  the  only  lapse  from  clarity  is  in  the  design  for 
Ginger  lozenges  (No.  2),  where  decorative  lettering 
follows  the  convolutions  of  a  scroll. 

The  capricious  rococo  flourishes  that  adorned  many 
contemporary  trade  cards  do  not  appear  on  any  of  the 
labels;  the  style  was  outmoded  in  the  last  quarter  of  the 
eighteenth  century;  moreover,  its  innate  frivolity  was 
ill-suited  to  remedies  that  were  intended  to  be  taken 
seriously.  The  designers  of  the  labels  in  Nos.  1  and  2 
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could  easily  have  accommodated  rococo  scrolls;  they 
were  not  intimidated  by  limited  dimensions  and  could 
handle  intricate  and  delicate  floral  motifs  without 
overcrowding  the  space  at  their  disposal,  as  exempli  f  u  d 
by  the  label  for  Acidulated  Rose  lozenges  at  the  bottom 
of  No.  2. 

For  his  ordinary  stock-in-trade,  the  day-to-day 
ingredients  of  prescriptions,  drugs,  powders  and 
lotions,  the  apothecary  and  chemist  used  such  neat, 
unpretentious  labels  as  those  shown  on  the  upper  part 
of  No.  3,  with  decorative  lettering  superimposed  on  a 
shell  device  or  a  cartouche;  for  small  packages  and 
bottles  or  drawer  fronts,  he  could  obtain  from  any 
printer  rectangular  strip  labels  in  a  simple  script,  en- 
closed in  a  serrated  box,  or  one  formed  by  the  alternate 
use  of  heavy  and  hair-line  rules.  From  the  late 
eighteenth  century  until  mid-Victorian  times,  such 
labels  appeared  in  nearly  every  chemist's  shop,  tenu- 
ously related  to  the  classic  idiom  in  design,  which  still 
prevailed  unchallenged  until  the  second  quarter  of  the 
nineteenth  century.  By  that  time,  the  romantic  move- 
ment and  a  taste  for  the  picturesque  inspired  engravers 
to  produce  asymmetrical  designs  for  labels  and  to  pack 
into  a  confined  space  some  realistic  scene,  which  they 
did  with  considerable  spirit,  though  they  began  to  lose 
unity  of  composition  so  that  lettering  was  no  longer  an 
integral  part  of  the  design.  The  illustrations  were 
usually  related  to  the  product,  and  in  the  labels  for 
Turkey  Rhubarb  and  Honey  Water  (No.  4)  the  con- 
nection is  obvious.  The  two  designs  for  Tincture  of 
Turkey  Rhubarb  recall  the  drawings  of  William  Pars, 
who  depicted  classical  ruins  surviving  in  the  Turkish 
Empire  for  such  works  as  The  Antiquities  of  Athens.  The 
ruins  in  the  labels  are  admirably  drawn,  the  composi- 
tion is  well  balanced,  but  the  lettering  is  a  crude 
mixture  of  conflicting  styles,  clumsily  placed. 

In  the  remaining  label  of  No.  4,  there  is  no  apparent 
connection  between  Carbonate  of  Soda,  the  trees  and 
shrubs  in  the  foreground  and  the  castle  on  the  distant 
hill;  the  scene  was  probably  drawn  first,  ready  for  any 
product,  however  incongruous.  In  all  four  examples 
the  character  of  the  lettering  is  crude,  and  this  loss  of 
judgement  about  the  proportions  of  letter  forms 
corresponds  to  the  decline  in  standards  of  typography 
that  occurred  during  the  nineteenth  century,  a  decline 
reflected  in  many  other  branches  of  design. 


99 


London-made  chandeliers 
1730-1830 

Robert  Sherlock 
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I.  Trade-card oi 
William  Alcxaml  'r 
&  Company. 


In  1730  candles  were  the  usual  means  of  lighting  public 
buildings,  London  was  England's  all-important  centre 
for  the  manufacture  of  brass  chandeliers,  and  individu- 
ality was  obscured  by  adherence  to  a  single  stylistic 
tradition.  During  the  next  hundred  years  each  part  of 
that  situation  was  to  be  disrupted  by  technical  and 
economic  change.  The  change  easiest  to  relate  to  a  date 
is  that  which  occurred  in  about  1740.  Until  then  chan- 
deliers were  constructed  in  such  a  way  that  the  bran- 
ches were  attached  to  a  baluster  stem.  Afterwards  the 
branches  were  attached  to  globes,  of  which  there  were 
as  many  as  the  number  of  tiers.  The  change  in  construc- 
tion was  accompanied  by  the  emergence  of  two  styles 
that  were  to  dominate  subsequent  developments  and 
by  an  increasing  tendency  to  re-use  patterns  -  not  just 
for  finials  as  previously,  but  for  all  the  parts  of  a 
chandelier.  These  two  factors  prompt  the  suggestion 
that  here  at  last  are  makers  who  established  an  identity 
through  their  work. 

The  first  of  the  styles  is  characterized  by  the  absence 
of  a  finial  and  by  the  plain  swollen  ends  of  the  branches. 
Its  originator  was  probably  John  Giles,  to  whom,  on 
comparative  evidence,  the  chandelier  dated  1738  and 
now  at  Temple  Newsam  House  has  been  attributed. 
The  characteristics  of  the  second  style  are  the  flame 
finial,  the  undercut  moulding  of  the  pendant  and  the 
branches  with  a  spiral  end.  Who  conceived  the  style  is 
less  certain.  It  may  have  been  William  Alexander,  the 
maker  of  chandeliers  formerly  at  Macclesfield  church, 
Cheshire,  and  St.  Michael  Bassishaw,  London.  The 
firm  that  started  as  William  Alexander  &  Co.  was  in 
any  case  prominent,  and  its  longevity  helps  to  explain 
the  continuity  of  tradition.  In  1774  Thomas  Shrimpton, 
who  succeeded  Alexander,  lacquered  and  repaired  a 
chandelier  at  Newbury,  Berkshire,  and  in  1781  the 
firm  of  Shrimpton,  Russell  &  Co.  supplied  the  Society 
of  Antiquaries  of  London  with  the  pair  of  chandeliers 
that  they  still  possess. 

John  Giles  and  William  Alexander  were  London 
makers  of  chandeliers,  and  so  also  were  William  Gyles, 
Robert  Marshall  and  Mary  Mist  who  have  signed  sur- 
viving work.  Luckyn  Betts  is  a  late  example  of  a  brass- 
founder  who  made  the  chandeliers  for  his  own  parish 
church-  that  of  All  Hallows,  London  Wall.  Otherwise 
the  only  London  name  of  the  second  half  of  the 
eighteenth  century  is  that  of  John  Horsley.  Unfor- 
tunately no  work  attributable  to  him  has  survived,  but 
between  1781  and  1784  he  was  well  enough  known  to 
receive  commissions  for  churches  at  Toddington,  Bed- 
fordshire, Ewell,  Surrey,  and  St.  Giles's,  Reading. 

By  the  time  of  John  Horsley,  the  supremacy  that 
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London  had  long  enjoyed  was  coming  to  an  end.  The 
competition  came  from  Birmingham  where  as  early 
as  1766  Joseph  Walker  made  a  chandelier  for  a  place  as 
far  afield  as  Warcham,  Dorset.  In  1821  a  London 
founder  provided  a  pair  of  chandeliers  for  Poole,  near 
Wareham,  but  by  then  Birmingham  workmanship 
was  so  widespread  that  it  had  even  penetrated  London. 
(The  chandelier  bought  by  the  churchwardens  of  St. 
Michael  Paternoster  Royal  in  181 1  is  almost  certainly 
of  Birmingham  origin.)  The  final  stage  was  reached 
with  the  introduction  of  gas  and  the  beginnings  of  the 
Gothic  Revival.  Firms  like  Jones  6V  Willis  and  Hard- 
man,  Powell  &  Co.,  manufacturers  of  candelabra  and 
coronac,  had  their  works  in  Birmingham.  But  their 
show  rooms  were  in  London  and  in  the  mind  of  the 
customer  the  importance  of  London  remained. 

William  Alexander  was  perhaps  the  most  important 
and  influential  maker  of  chandeliers  in  the  mid- 
eighteenth  century.  Part  of  the  evidence  is  derived 
from  a  trade-card  (No.  1)  that  relates  to  a  chandelier 
formerly  at  Macclesfield  church,  Cheshire,  and  given 
under  the  terms  of  a  will  proved  in  1745.  It  was  kept 
safe  by  pinning  it  between  the  pages  of  the  parish 
register.  The  front  of  the  card  describes  William 
Alexander  &  Co.  as  makers  and  sellers  of  various  goods 
including  'fine  wrought,  or  plain  Brass  Branches,  or 
Chandeliers,  &  plain,  or  cut-glass  Lusters  for  Churches, 
Halls,  Assembly-Rooms,  &c.'  The  back  (No.  2)  gives 
instructions  on  how  to  assemble  the  chandelier.  From 
tkese  instructions  it  is  clear  that  the  chandelier  had  a 
flame  finial  and  two  tiers  of  branches  bolted  to  the 
body,  and  because  all  the  surviving  contemporary 
chandeliers  of  that  description  belong  to  a  single  group 
interrelated  by  the  re-use  of  patterns,  it  is  possible  that 
Alexander  is  to  be  associated  with  that  group  and 
therefore  with  the  earliest  examples  of  the  flame  finial 
tradition. 

The  chandelier  at  Garstang,  Lancashire  (No.  3),  is 
one  of  those  possibly  to  be  attributed  to  William 
Alexander;  apart  from  the  way  of  attaching  the  bran- 
ches, it  possesses  all  the  main  features  likely  to  have 
been  present  at  Macclesfield.  The  circumstances  of 
acquisition  were  unusual.  In  1746  the  church  was  so 
seriously  damaged  by  flood  that  rebuilding  was 
thought  to  be  necessary.  The  contractor  who  succeeded 
with  repairs  made  a  handsome  profit  and  gave  the 
chandelier  'as  a  mark  of  his  gratitude,  and  with  a  view 
to  enlighten  the  parishioners'. 

The  second  style  that  emerged  about  1740  was 
characterized  by  the  usual  absence  of  a  finial  and  is 
exemplified  at  Cavcrsham,  Berkshire  (No.  4).  The 
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2.  Reverse  of  the 
trade-card,  giving 
instructions  on  how 
to  assemble  the 
chandelier  formerly 
at  Macclesfield, 
Cheshire. 
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3.  Chandelier, 
Garstang, 
Lancashire. 
Attributed  to 
William  Alexander. 


4.  Chandelier, 
Caversham, 
Berkshire,  1743. 
Attributed  to 
John  Giles. 


6.  Chandelier, 
Ipplepen,  Devon. 
F.  H.  Crossley. 
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5.  Chandelier, 
Wcstbourne,  Sussex, 
1737.  One  of  a  pair. 


donor  was  Simon  Wallcroft,  parish  clerk,  who  be- 
queathed £20  for  the  purchase  of  'a  Brass  Branch 
Candlestick  and  Pulpit  Cloth  for  the  use  of  the  Parish 
Church  of  Caversham'.  The  chandelier  cost  ^15  12s., 
and  the  cloth  cost  jTy  15s.  i^d.,  the  balance  being  given 
by  Lord  Cadogan.  The  chandelier  dates  from  1743,  the 
year  of  death  of  John  Giles,  the  probable  maker. 

The  chandelier  atWestbourne,  Sussex  (No.  5),  is  one 
of  a  pair  obtained  in  1737.  It  is  of  the  same  date  as  the 
earliest  instance  of  branches  being  attached  to  globes, 
but  here  at  Wcstbourne  the  old  tradition  is  observed, 
and  the  spiral  ends  of  the  branches  are  the  sole  conces- 
sion to  impending  change.  The  history  of  the  pair 
reflects  the  alternation  of  Victorian  attitudes.  The 
chandeliers  were  discarded  and  then  'rchung  in  the 
60th  year  of  Queen  Victoria's  reign'. 

In  1756  a  new  style  was  introduced,  so  closely  linked 
to  what  had  gone  before  that  it  is  even  possible  that 
William  Alexander  was  the  maker.  The  characteristic 
details  are  a  rococo  flame  finial,  bands  of  g.idrooning 
and  a  calyx  terminal.  These  are  all  combined  at 
Ipplepen,  Devon  (No.  6).  The  chandelier  may  have 
come  second-hand.  It  has  been  in  its  present  setting 
since  at  least  1909,  but  is  suspiciously  large  for  a 
country  church. 
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How  far  makers  were  prepared  to  plagiarize  is  seen 
by  comparing  the  chandelier  at  All  Hallows  London 
Wall,  in  the  city  of  London,  with  that  at  Ipplcpcn.  In 
August,  1766,  the  trustees  for  rebuilding  the  church, 
having  noted  that  John  Tythcr  was  proposing  to  give  a 
chandelier  and  that  Luckyn  Betts,  a  parishioner,  had 
been  employed,  accepted  Betts's  offer  to  make  a 
matching  chandelier  'for  Thirty  Guineas  exclusive  of 
the  Chain  and  Hanging'.  Of  the  two  chandeliers  only 
this  second  one  has  survived  (No.  7). 


Although  there  is  a  fmial,  the  chandelier  at  Bunbury, 
Cheshire  (No.  8),  belongs  to  the  same  tradition  as  the 
one  at  Cavcrsham.  Together  with  some  candlesticks,  it 
was  bought  in  1756  at  a  total  cost  of  .£26  11s.  ad. 
There  was  an  expenditure  of  18s.  od.  on  carriage  - 
London  is  150  miles  away  -  and  of  .£3  12s.  od.  on  an 
iron  suspension-rod.  The  hanging  of  the  chandelier 
was  made  an  occasion;  the  festivities  included  rush- 
bearing,  'ringing  of  Bells  &  2  Sermons  &  great  Psalm 
singing'. 


8.  Chandelier, 
Bunbury,  Cheshire, 
1, 56. 


In  the  Chapel  of  St.  Dunstan,  St.  Paul's  Cathedral, 
hangs  a  chandelier  with  a  rococo  flame  fmial  (No.  9), 
but  there  is  none  of  the  robustness  to  be  seen  at 
Ipplepcn.  The  first  of  the  two  inscriptions,  'Anno 
Domini  1778',  refers  to  acquisition  by  the  London  city 
church  of  St.  Mildred  Poultry.  In  1872  that  church  was 
demolished,  and  the  second  inscription  records  how 
the  chandelier  was  then  given  to  St.  Paul's  by  George 
Cavcndish-Bcntinck.  That  great  collector  of  antiques 
also  gave  second-hand  chandeliers  to  the  church  at  his 
home,  Brownsea  Island,  Dorset. 


9.  Chandelier, 
Chapel  of  St. 
Dunstan,  St.  Paul's 
Cathedral,  London, 
1778. 
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In  17S9  William  Lyes  and  Mrs.  Elizabeth  Jcncs  gave 
a  chandelier  to  Longdon  church,  Worcestershire  (No. 
10),  just  after  it  had  been  rebuilt.  The  London  origin  is 
suggested  by  the  style  and  by  the  London  domicile  of 
William  Lyes  who  bequeathed  35s.  a  year  to  paint  the 
ironwork  round  his  tomb  and  to  keep  the  chandelier 
and  the  ironwork  in  good  repair.  Despite  that  provi- 
sion, the  chandelier  has  suffered  from  alterations, 
including  the  removal  of  some  of  the  parts. 

Another  London  donor  was  David  Dcwar  who  had 


a  house  in  Park  Place,  St.  James's.  His  bequest  of  £100 
was  intended  'for  the  further  Improvement'  of 
Knights  Enham  church,  Hampshire,  to  be  spent 
according  to  the  discretion  of  the  minister.  The 
chandelier  that  was  part  of  the  improvement  (No.  11) 
illustrates  how  little  styles  were  subject  to  change  dur- 
ing the  second  half  of  the  eighteenth  century.  Dcwar 
died  in  1794,  whereas  the  chandelier  dates  from  1798. 
The  discrepancy  results  from  the  bequest  having  been 
paid  in  four  annual  instalments  of  ^25. 


10.  Chandelier, 
Longdon  church, 
Worcestershire,  1789. 
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As  a  watcrcolour  painting  shows  (No.  12),  four  large 
chandeliers  once  dominated  the  nave  of  Poole  church, 
Dorset.  Two,  each  having  twenty-four  branches,  were 
bought  in  1 821  when  they  were  supplied  by  Benjamin 
Farran,  a  furnishing  ironmonger,  and  brought  from 
London  in  the  ship  Venus.  There  was  soon  another 
journey  by  sea  when  the  chandeliers,  made  superfluous 
by  gas,  were  sold  and  some  of  them  were  given  to 
Twillingate  church,  Newfoundland.  There  they 
remained  from  1845  until  about  1900. 


12.  Watercolour 
depicting  the  four 
chandeliers  formerly 
at  Poole  church, 
Dorset.  Two  were 
by  Benjamin  Farran, 
1821. 
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The  American 


CONNOISSEUB 


i.  Pilgrim  bottle, 
tenth  century. 
Height  8. A  inches 
(20.7  cm). 
Center  of  Asian  Art 
and  Culture, 
Avery  Brundage 
Collection, 
San  Francisco. 


Liao  Dynasty  Ceramics 
at  China  House  Gallery 
New  York 


Mi  no  Yutaka 

In  the  tenth  century,  Manchuria  and  the  northernmost 
part  of  China  were  overrun  by  a  nomadic  people,  the 
Khitan,  who  founded  a  short-lived  dynasty  named  the 
Liao.  In  1124  the  Liao  state  was  destroyed  by  a  new 
influx  of  nomads  from  north  of  Manchuria,  the  Jur- 
chen,  who  established  their  own  dynasty  -  itself 
destroyed  by  the  Mongols  in  1234.  Yet  although  the 
Liao  Dynasty  lasted  fewer  than  two  hundred  years,  it 
was  the  most  outstanding  period  in  Manchuria's 
cultural  history.  Building  on  Chinese  artistic  traditions, 
but  adding  a  spirit  and  feeling  special  to  the  Khitan 
people,  Liao  art  is  a  distinctive  achievement  of  the 
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fringes  of  Chinese  civilization. 

A  major  aspect  of  this  achievement  was  comprehen- 
sively displayed  in  a  recent  exhibition  of  Liao  ceramics 
at  China  House  Gallery  in  New  York.  'Ceramics  in  the 
Liao  Dynasty- North  and  South  of  The  Great  Wall' 
brought  together  sixty  pieces  from  collections  in  the 
United  States  and  Canada;  it  was  the  first  exhibition  in 
the  United  States  to  permit  study  of  the  full  range  of 
types  of  Liao  Dynasty  ceramics,  and  offered  founda- 
tions from  which  to  seek  a  fuller  understanding  of  the 
differences  that  exist  between  Liao  ceramics  and 
related  Chinese  wares. 
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z.  Pilgrim  bottle, 
late  tenth  to  early 
eleventh  century. 
Height:  I0|  inches 
(27  cm). 
Philadelphia 
Museum  of  Art. 


3.  Pilgrim  bottle, 
late  tenth  to  early 
eleventh  century. 
Height  10^  inches 
(26.8  cm). 
Royal  Ontario 
Museum,  Toronto. 


i 


As  a  first  generalization,  it  may  be  said  that  the  rough 
work  of  Liao  potters  reflects  a  nomadic  temperament, 
relatively  unaffected  by  the  refinements  of  urban 
civilizations.  The  imperfections  of  Liao  pots  are  part  of 
their  charm,  and  lend  a  feeling  of  directness  and 
naturalness  absent  from  their  more  sophisticated 
Chinese  counterparts.  The  types  are  often  close 
reflections  of  the  daily  life  of  the  nomads. 

The  most  characteristic  Liao  ceramic  type  is  the 
pilgrim  bottle,  which  was  modelled  on  the  sheepskin 
pouch  used  by  the  Manchurians  to  hold  wine.  An 
example  from  the  Avery  Brundage  Collection  (No.  1) 
represents  the  earliest  form  of  the  Liao  pilgrim  bottle. 
It  compares  closely  with  a  widely  published  T'ang 
gilded  silver  wine  flask  excavated  in  1970  in  Shensi.1 
The  lid  chain  on  the  latter  piece  may  well  copy  the 
rope  handle  of  a  leather  pouch.  Raised  on  the  surface  of 
the  green-glazed  bottle  of  No.  1  is  a  tasselled  rope 
design  which  passes  across  the  end,  around  the  base  of 


the  spout,  and  hangs  down  between  spout  and  handle. 
A  raised  loop  encircles  each  flattened  side  of  the  bottle 
from  the  spout  to  the  projecting  leaf,  with  a  deeply 
incised  ridge  on  the  inner  edge.  The  shoulder  of  each 
of  the  flattened  sides  bears  an  incised  leaf  design,  and 
under  the  handle  there  arc  incised  comb  lines. 

A  pilgrim  bottle  from  the  Philadelphia  Museum  of 
Art  (No.  2)  represents  a  type  never  found  in  China  or 
Korea;  it  is  closer  in  shape  to  a  real  leather  bag.  The 
vertical,  cylindrical  spout,  with  a  flattened  lip,  is  joined 
to  a  square-cornered  jug  through  which  a  strap  could 
be  passed.  The  decoration  on  both  sides  consists  of  a 
deeply  incised  loop  encircling  incised  vine  patterns. 

A  more  formal  interpretation  of  the  pilgrim  bottle 
is  found  among  those  lent  by  the  Roya1  Ontario 
Museum  (No.  3).  The  wonderful  peony-spray  orna- 
ment on  each  side  of  the  body  testifies  to  the  Khitan 
peoples'  feeling  for  art. 
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\.  Bottle, 

nth  century. 
Height:  17  inches 
(43.1  <  m) 
Cleveland  Museum 
of  Art. 


A  different  type  altogether  is  seen  in  a  burnished 
bottle  from  The  Cleveland  Museum  of  Art  (No.  4). 
The  ovoid  six-lobcd  body,  with  elongated  in-curved 
neck  and  round  lip,  is  another  of  the  common  Liao 
types.  This  example  is  a  primitive  burnished  earthen- 
ware with  chattered  vertical  comb  lines.  It  is  related  to 
the  tradition  of  prehistoric  Manchurian  painted  pottery 
from  Ch'ih-feng  (Inner  Mongolian  Autonomous 
Region,  part  of  the  original  Khitan  territory). 


No.  5  shows  another  piece  from  the  Royal  Ontario 
Museum;  this  type,  with  an  elongated  ovoid  body,  is 
called  in  Chinese  a  'chicken-leg'  jar.  It  was  used  to 
ferment  mare's  milk  (to  produce  the  favourite  bever- 
age, Koumiss),  and  to  store  wine. 

The  Avery  Brundage  Collection  contains  a  beautiful 
example  of  a  Liao  eight-lobed  dish  in  three-colour 
glaze  (No.  6).  The  centre  of  the  side  is  decorated  with  a 
large  moulded  lotus  design  and  with  four  smaller 
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5.  Chickcn-lcgjar, 
early  twelfth  century. 
Height:  278  inches 
(69.5  cm). 
Royal  Ontario 
Museum,  Toronto. 


6.  Dish, 

late  eleventh  century. 
Height:  1^  inches 
(3  cm),  Diameter: 
5f  inches  (12  cm). 
Center  of  Asian  Art 
and  Culture, 
Avery  Brundage 
Collection, 
San  Francisco. 


flowers  set  round  the  larger  one  at  roughly  equal 
intervals.  Lotuses  shown  in  profile  decorate  each  of  the 
outer  lobes  of  the  dish.  The  green,  yellow,  and  milky- 
white  glaze  is  covered  with  a  transparent  overglaze. 

The  fine  body  and  workmanship  of  a  bowl  from  the 
collection  of  Mr.  and  Mrs.  Myron  S.  Falk,  Jr.  (No.  7) 
shows  strong  influence  from  Chinese  Ting  ware,  the 
white-glaze  porcelain  produced  far  to  the  south,  in 
Hopei  Province.  The  shape  and  design  of  the  carved 


lotus  arc  in  the  Sung  tradition.  This  bowl  was  produc- 
ed in  Liao  territory,  but  was  probably  the  work  of 
Chinese  potters;  the  Lino  Shili  (the  official  history  of 
the  Liao  Dynasty)  indicates  that  Liao  potters  were  often 
descendants  of  Chinese  technicians  brought  north  from 
Ting  Chou  by  the  Liao  Emperor.  An  interesting  fea- 
ture of  this  particular  bowl  is  an  incised  character  on 
the  base  reading  'kuan'  ('official'). 

Our  last  example  is  a  pre-Liao  piece,  a  wine  vessel 
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7.  Bowl, 
eleventh  century. 
Height:  2-jtf-  inches 
(7.5  cm),  Diameter: 
7j  inches  (18.4  cm). 
Mr.  and  Mrs. 
Myron  S.  Falkjr., 
New  York. 

8.  Wine  vessel, 
late  ninth  to  early 
tenth  century. 
Height:  3^  inches 
(9.9  cm).  Length : 
6 J  inches  (17  cm). 
Royal  Ontario 
Museum,  Toronto. 


from  the  collection  of  the  Royal  Ontario  Museum 
(No.  X).  This  piece  shows  strong  T'ang  or  Sassanian 
influence.  The  moulded,  parrot-like  shape  has  a  six- 
lobed,  cup-shaped  opening  on  the  beak,  and  a  small 
bird-like  spout  under  the  beak.  The  rounded  ridge  on 
it  the  beak  compares  closely  with  a  piece  found  in 
a  tomb,  north  of  the  Great  Wall,  dated  late  T'ang  to 
early  Liao.2 

Such  archaeological  evidence  as  yet  is  scarce;  it  is  in 
many  cases  fir  from  easy  to  decide  whether  a  piece 
should  be  chusificd  Liao  or  attributed  to  Chinese 
potters.  Hut  it  hould  be  clear  from  the  few  examples 
above  th.it  rnauv  Liao  wares  were  quite  distinctive, 
having  an  appealing  character  entirely  their  own,  and 
deserving  of  further  attention. 

NOTES 

1.  This  silver  work  was  found  in  Ho-sha-tsn,  Sian  in  Shcnsi 
Province.  Sec  Wen  W11,  1972,  no.  I,  pi.  3. 

2.  This  tomb  is  located  at  T'u-ch'eng-tzu,  Ho-lin-ko-crh  in 
the  Inner  Mongolian  Autonomous  Region.  Sec  Wen  Wu, 
1 96 1,  no.  9,  front  cover  and  Hsin  Chtmg-kuo  ti  K'ao-ku 
Shou-huo  (Archaeological  Finds  from  New  China), 
Peking,  1962,  PI.  c.xvu:2. 
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Aii  Indian  Painting 
for  All  Seasons 

Pratapaditya  Pal 


I.  Six  Seasons, 
opique  watercolour 
on  cloth, 
c.  1450. 

Paul  Walter  Collection 
of  the  Walter 
Foundation,  New  York. 
Height  8 J  inches; 
Width  161V  inches. 


Until  about  a  decade  or  so  ago  the  history  of  Indian 
painting  between  the  magnificent  wall  paintings  of 
Ajanta  (fifth  to  sixth  centuries  ad)  and  the  Mughal 
miniatures  of  the  sixteenth  century  was  represented 
mostly  by  fragmentary  murals  in  isolated  temples  or  by 
Buddhist  and  Jaina  illuminated  manuscripts.  Although 
literature  provides  us  with  considerable  information 
about  a  tradition  of  secular  painting,  only  in  recent 
years  have  works  of  art  come  to  light  that  corroborate 
the  literary  evidence.1  It  must  of  course  be  emphasized 
that  in  the  context  of  the  Indian  tradition  it  is  difficult 
to  draw  a  clear  line  between  the  religious  and  the  sec- 
ular, and,  as  we  shall  shortly  discover,  certainly  artistic 
styles  did  not  recognize  such  a  distinction. 

The  Los  Angeles  County  Museum  of  Art  has  recent- 
ly received  on  loan  from  the  Walter  Foundation,  New 
York  an  uncommonly  interesting  and  important 
painting  (Nos.  1-4).  The  support  of  the  painting  is 
cloth  which  in  itself  is  significant  for  much  of  the 
existing  pre-Mughal  works  appear  to  have  been  exe- 
cuted on  paper.  Yet  it  is  known  from  literature  that 
prior  to  the  introduction  of  paper  around  the  four- 
teenth century,  the  traditional  support  for  painting 


was  cloth,  and  hence  a  painting  was  known  as  a  pat  a  or 
a  patacitra- literally  a  picture  on  cloth. 

The  Walter  painting  is  divided  into  six  separate 
compositions,  each  of  which  is  not  much  larger  than  a 
miniature  illumination  in  a  Buddhist  or  Jaina  manu- 
script. The  inscription  along  the  top  begins  with  the 
statement  'thus  begins  the  RasikSshtakakavya.'  This 
seems  to  be  a  typical  poem  composed  of  eight  verses 
describing  a  rasika  or  a  connoisseur.  The  next  line 
delineates  the  physical  charms  of  a  typical  heroine 
emphasizing  her  ample  breasts  and  her  youth  that 
flashes  like  the  lightning.  Then  follows  in  red  ink  the 
sub-title  'the  description  of  the  six  seasons'. 

The  Indian  tradition,  unlike  most  others,  divides  the 
year  into  six  seasons.  Beginning  with  spring  (Vasanta), 
the  seasons  are  summer  (Grislima),  rains  (Varsltd), 
autumn  (Sarada),  early  winter  (Hemanta)  and  winter 
(Sisira).  One  of  the  earliest  poems  describing  the  cycle 
of  six  seasons,  known  as  Ritu<amliara,  is  ascribed  to  the 
fifth-century  poet  Kalidasa.  5  ce  then  countless  poets 
have  improvised  upon  the  erne  and  a  considerable 
poetic  literature  grew  up  .I'cout  the  seasons.  As  is  often 
the  case  with  Indian  poetry,  many  of  the  poems  and 
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2.  Detail  of  No.  i 
showing  Summer. 


verses,  although  ostensibly  concerned  with  the  seasons, 
are  virtually  love  poems.  The  Indian  poets  had  a  pen- 
chant for  describing  nature  in  terms  of  human  emo- 
tions and  in  particular  rhe  sentiments  of  love.  Perhaps 
this  is  one  reason  why  Indian  artists  never  really  did 
develop  a  tradition  of  landscape  painting. 

Each  of  the  panels  in  the  Walter  painting  depicts  an 
archetypal  woman  or  heroine,  known  as  a  rasika  or 
nayika,  expressing  a  sentiment  appropriate  to  a  season. 
Spring  is  thus  symbolized  by  the  heroine  engaged  in  a 
rapturous  dance.  Although  she  is  alone,  spring  is  a 
season  of  joy,  a  mood  appositely  expressed  by  dancing. 
Moreover,  the  solitary  figure  vividly  displays  the 
physical  charms  of  the  heroine  as  described  in  the 
epigraph  above  the  painting.  Indeed,  as  one  poet,  with 
reference  to  spring,  sang: 

And  everywhere,  confused  by  so  much  joy, 
The  Hearts  oj  women  become  gay,  the  knot  now 
loosened 

Of  anger  at  their  lover's  faithlessness.2 

In  a  similar  vein,  the  poet  Jayadeva,  while  describing 
how  the  forest  in  springtime  is  delightful  and  threaded 
with  phrases  of  passion,  writes  how  'the  women  of 
absent  traders  vail  and  lament,  distracted  with  love'.3 
Summer  shows  the  heroine  ensconced  in  a  cave  in  an 
attempt  to  escape  the  scorching  heat.  The  sun  is  shown 
in  the  tipper  left  corner  riding  a  horse,  while  an  ele- 
phant is  sc  aling  up  the  side  of  a  mountain,  perhaps  in 
searc  h  source  of  a  spring.  For  a  woman  whose 

husband  is  absent  summer  is  a  period  of  eager  anticipa- 
tion for  soon  the  rainy  season  will  bring  the  absentee 
lover  hom<  .  And  indeed  in  the  next  composition  we 
sec  the  heroine  united  with  her  beloved  as  they  cavort 
on  a  swing.  Both  the  elephant,  signifying  the  clouds, 
and  the  p  cocks  arc  popular  symbols  of  the  rainy 
season.  Ra  tingly  the  elephant  sprays  the 


stream  of  water  that  collects  in  a  pool  below  the  pea- 
cock. 

Autumn,  the  season  of  harvest  and  festivals,  is  ap- 
propriately represented  by  dancing  figures.  The  male 
between  the  two  women  has  a  blue  complexion  and 
obviously  represents  the  god  Krishna,  thereby  once 
again  demonstrating  how  the  sacred  and  the  profane 
constantly  overlap  in  the  Indian  tradition.  When  early 
winter  or  Hem  ant  a  arrives  the  lover  once  again  departs 
on  his  business  trip.  Left  alone,  the  disconsolate  woman 
probably  muses  at  the  futility  of  her  physical  charms  as 
she  looks  into  a  mirror.  Separation  also  characterizes 
the  winter  months  and  in  the  last  panel  the  heroine  sits 
in  a  meadow  as  she  bemoans  her  fate  to  a  confidante. 
That  this  is  a  night  scene  is  indicated  by  the  moon,  the 
crescent  framing  a  human  head.  If,  on  the  other  hand, 
the  sun  is  intended  here  then  the  artist  has  represented 
a  mellow  winter  sun  that  warms  the  body  gently 
rather  than  scorch  it. 

Just  as  in  the  poems  human  emotions  dominate  over 
nature,  so  also  in  each  composition  the  human  figures 
are  of  paramount  importance.  All  other  details,  wheth- 
er animals  or  plants,  are  employed  symbolically  to 
serve  only  as  visual  aids  similar  to  stage  props.  More- 
over, only  those  details  are  included  which  are  essen- 
tial to  our  understanding  of  the  theme.  Because  of  this 
severe  formal  economy,  the  painting  is  more  graphic 
than  painterly,  but  its  visual  appeal  is  nonetheless 
direct  and  without  guile.  As  Kandinsky  would  have 
said,  the  art  here  does  not  express  a  relationship  of 
external  form  but  of  inner  meaning. 

Although  the  painting  portrays  the  seasons,  there  is  a 
total  disregard  of  naturalistic  tendencies.  Following  the 
common  custom  of  the  period,  the  background  is 
painted  either  in  a  deep  blue-black  tone  or  a  bright  red. 
In  either  instance  the  yellow  figures  with  their  red, 
blue  or  white  garments  stand  out  in  clear  relief.  Except 
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tor  a  sparse  use  ot  a  brown  or  purple,  the  palette  is 
limited  to  the  primary  colours  which  are  employed  in 
bold  tonality.  Even  where  the  theme  demands  the 
representation  of  a  grassy  knoll,  as  in  the  scenes  of 
Varsha  or  Sisira,  the  figures  arc  shown  swinging  or 
seated  against  a  flat  red  background.  This  persistent  use 
ot  flat  areas  of  colour  without  any  tonal  gradation  will 
remain  a  predominant  characteristic  of  later  Indian 
painting  ot  the  Rajput  school.  There  is  also  absolutely 
no  emphasis  on  depicting  light  values  or  creating  any 
chiaroscuro,  and,  as  we  have  seen,  the  symbolic  use  of  a 
sun  or  a  moon  is  considered  sufficient  to  indicate  a  day 
or  a  night  scene. 

Although  the  exact  provenance  of  the  painting  is  not 
known,  all  stylistic  evidences  point  to  a  western  Indian 
origin.  Among  immediate  stylistic  parallels  may  be 
cited  a  Sarasvati  pata  in  the  National  Museum,  New 
Delhi  and  the  Vasanta  vilasa  in  the  Freer  Gallery  of  Art, 
Washington,  D.C.4  The  Sarasvati  pata  is  a  religious 
work  but  shows  a  number  of  panels  with  dancing 
figures  (No.  5)  that  are  remarkably  similar  to  the 
dancing  heroine  in  the  Walter  painting.  Curiously,  the 
Vasanta  vilasa,  which  is  one  of  the  most  significant 
examples  of  Indian  painting,  has  so  far  received  scant 
attention  from  art  historians.  Not  only  is  it  painted  on 
cloth  like  the  Sarasvati  pata  and  the  Walter  painting, 
but  it  is  one  of  the  few  surviving  examples  of  secular 


painting  of  the  fifteenth  century  and  is  firmly  dated.  It 
was  painted  at  Ahmababad  for  a  Shah  Sri  Chandra- 
pala,  probably  a  merchant,  in  the  year  A.D.  1451-52 
'for  his  own  recitation'. 

A  glance  at  one  of  the  compositions,  where  two 
ladies  arc  conversing  in  a  wooded  landscape  (No.  6), 
reveals  the  astonishing  stylistic  similarities  between  it 
and  the  representation  of  winter  in  the  Walter  paint- 
ing. Indeed  in  contrast  to  both  the  Sarasvati  pata  and 
the  Vasanta  vilasa,  the  painting  of  the  seasons  is  even 
simpler  in  terms  of  the  composition  of  each  panel  as 
well  as  the  decorative  exuberance.  In  all  three  works, 
however,  the  figures  display  the  same  exaggeration  of 
the  postures  and  an  emphasis  on  sharp  angularity  in  the 
movement  of  the  limbs.  Following  the  established 
convention  of  the  Western  Indian  style,  the  faces  are 
invariably  shown  in  profile  and  arc  dominated  by 
the  peculiar  mode  of  representing  the  further  eye 
completely  in  defiance  of  all  laws  of  visual  perception. 
The  only  exception  where  a  figure  is  shown  en  face  is 
that  of  the  male  seated  upon  the  swing.  The  so-called 
'Shahi'  type  of  figure,  he  is  obviously  an  adaptation 
from  a  Persian  miniature  and  is  frequently  seen  in  Jaina 
manuscript  illuminations  of  the  fourteenth  or  the 
fifteenth  century.  The  presence  of  this  figure  also  points 
to  the  Gujarat  region  as  the  probable  provenance  of  the 
Walter  painting. 


5.  Section  of 
Sarasvati  Pata, 
opaque  watercolour 
on  cloth, 
fifteenth  century. 
The  National  Museum, 
New  Delhi. 


Colour 

Section  of 
the  painting  of 
Six  Seasons  showing 
Rains  and  Winter. 

6.  Ladies  in  landscape 
from  the 
Vasanta  Vilasa, 
opaque  watercolour 
on  cloth, 
A.D.  1451/52. 
The  Freer  Gallery  of 
Art,  Washington ,  D.C. 
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7.  Folio  from  a 
Baramasa  scries, 
Rajput  style, 
Bundi  School,  c.  1700, 
opaque  watercolour 
on  paper. 

The  Nasli  and  Alice 
Hecrmaneck  Collection, 
Los  Angeles  County 
Museum  of  Art. 


Both  in  the  Vasanta  vilasa  and  in  the  Walter  painting 
trees  or  plants,  streams  or  rocks  are  used  in  the  most 
rudimentary  fashion  to  delineate  a  visual  pattern 
rather  than  a  convincing  landscape.  Like  stage  props 
they  serve  as  visual  aids  in  identifying  a  locale  and 
merely  enhance  the  overall  design  in  a  given  composi- 
tion rather  than  create  an  atmosphere.  The  sky  and  the 
clouds  are  always  treated  in  a  summary  and  conceptual 
manner  and  their  use  -  as  of  the  animals  or  birds,  water 
or  plants  -  is  both  symbolic  and  decorative.  Devoid  of 
the  human  element,  nature  by  itself  has  no  meaning 
and  this  is  nowhere  more  apparent  than  in  the  illustra- 
tion to  the  Vasanta  vilasa.  The  painting  illustrates  the 
following  verse  of  poetry:  'Stop  [warbling],  stop  at 
once,  female  kokila!  Look  my  house  over  well!  My 
dear  Lord  has  not  yet  come;  the  sport  [of  springtime] 
does  not  move  me'.5 

This  loneliness  of  the  heroine  is  emphasized  by  the 
artist  in  a  number  of  subtle  ways.  The  stylized  trees 
and  plants  in  their  full  bloom  indicate  springtime, 
while  a  pair  of  buck  and  doe  serve  to  remind  the  hero- 
ine that  her  partner  is  away.  On  the  tree  to  the  right 
sits  the  kokila  bird  whose  song  is  now  so  unbearable 
to  the  heroine,  and  the  solitary  white  bird  perched 
upon  the  tree  on  the  left  clearly  echoes  the  woman's 
solitude.  At  any  rate,  it  is  apparent  that  the  birds  and 
the  bees,  animals  and  humans,  trees  and  rockery  are  all 
combined  into  an  orderly  and  visual  pattern  emphasiz- 
ing the  underlying  harmony  between  man  and  nature 
wl.ich  has  remained  the  basis  of  all  Indian  nature 
poetry. 

Thus,  there  seems  little  doubt  that  the  Walter 
painting  must  be  considered  to  be  of  the  same  period  as 
the  Sarasvati  pat  a  or  the  Freer  Vasanta  vilasa.  Because  of 
its  greater  simplicity  it  may  even  be  slightly  earlier  than 
the  Vasanta  vilasa,  which  was  painted  in  A.D.  1451-52. 
At  any  rate  a  fifteenth-century  date  for  the  painting  of 
the  seasons  seems  assured. 

Both  the  Walter  painting  and  the  Vasanta  vilasa  are 
of  fundamental  importance  for  later  Indian  painting, 
particularly  of  the  Rajput  schools.  It  is  by  now  more 
than  apparent  that  the  antecedents  of  the  various 
Rajput  styles  cannot  simply  be  explained  in  terms  of 
the  didactic  paintings  of  the  Jainas  or  the  Buddhists. 
Just  as  the  later  poets  of  the  fifteenth  or  sixteenth 
centuries,  such  as  the  unknown  Gujarati  author  of  the 
Vasanta  vilasa  or  such  popular  poets  as  Kesavadasa 
drew  much  of  their  material  from  earlier  rhetorical 
works,  so  also  the  Rajput  artists  must  have  depended  on 
earlier  paintings  for  the  basic  iconography  and  motifs. 
,  As  an  eminent  art  historian  has  rightly  asserted,  art  is 
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bom  of  art  and  not  of  nature. 

The  direct  legacy  of  the  Walter  painting  may  be 
seen  in  a  class  of  Rajput  miniatures  known  as  Baramasa 
or  the  Cycle  of  the  Twelve  Months.  The  Baramasa 
poems  are  mere  elaborations  of  those  concerning  the 
six  seasons  and  indeed  in  a  late  seventeenth  century 
painting  of  the  Bundi  school  (No.  7)  we  find  merely  a 
more  complex  version  of  the  panel  representing 
Hetnanta  in  the  Walter  painting  (No.  4).  It  may  also  be 
mentioned  that  slight  variations  of  the  same  formula 
are  employed  to  portray  the  musical  modes  Varan  and 
Vilaval  in  later  Rajasthani  painting.6 

The  Ragamala  or  the  Garland  of  Musical  Modes  was 
probably  one  of  the  most  popular  of  all  the  themes  in 
Rajput  painting.  Little  or  no  attempt,  however,  has 


8.  Folio  from  a 
Ragamala  scries: 
Hindola  Raga, 
Rajput  style, 
Malwa  school, 
1625-1650, 
opaque  watercolour 
on  paper. 
The  Nasli  and 
Alice  Heeramaneck 
Collection, 
Los  Angeles  County 
Museum  of  Art. 
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[).  Folio  trom  a 

/<<7^<j/nrt/<T  scries :  M 
Mcghauiallar.i,  Rajput  .  I 

style,  Kota  K  bool,  ,  1 

C.  A.D.  1725, 

opaque  watercolours 

on  paper.  : ' 

Formerly  the  Nasli  and 

Alice  Heeranumeck 

Collection,  Museum 

Associates  Purchase, 

Los  Angeles  County 

Museum  of  Art. 
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io.  Folio  from  a 
Buddhist  Manuscript, 
Nepal, 

twelfth  century, 
Colours  on  palm  leaf. 
Formerly  the  Nasli  and 
Alice  Hecramaneck 
Collection,  Museum 
Associates  Purchase, 
Los  Angeles  County 
Museum  of  Art. 
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yet  been  made  to  trace  the  visual  sources  of  Ragatttala 
iconography.  At  least  three  of  the  compositions  in  the 
Walter  painting  have  been  used  by  later  painters  with 
very  slight  modifications  to  portray  the  ragas  Hindola 
and  Meghamallara  and  the  ragini  Todi.  There  can  be 
little  doubt  that  a  Malwa  painting  of  the  seventeenth 
century  depicting  Hindola  (No.  8)  or  the  eighteenth- 
century  Kota  representation  of  Meghamallara  (No.  9) 
ale  direct  adaptations  of  the  formulae  used  for  the 
rains  and  autumn  in  the  Walter  painting. 

In  a  typical  representation  of  raginiTodi,  the  icono- 
graphy consists  of  a  lady  with  a  musical  instrument 
[vino)  wandering  in  a  grove  accompanied  by  a  group 
of  deer  and  sometimes  by  other  female  attendants 
Tins  basic  schema  is  also  employed  to  portray  the 
Gujari  ragini  in  the  Pahari  tradition.7  Two  women, 
a  few  deer  and  a  tree  or  two  are  the  principal  motifs 
not  only  in  the  representation  of  Winter  in  the  Walter 
painting  but  also  in  the  Vasanta  vilasa  illustration  (No. 
6).  And  it  is  not  surprising  that  essentially  the  same 
components  (a  male  being  substituted  for  a  female) 
were  used  centuries  earlier  in  a  Buddhist  manuscript 
illumination  (No.  10). 

Along  with  the  Freer  Vasanta  vilasa  the  Walter 
painting  of  the  seasons  thus  provides  us  with  yet 
another  of  the  many  missing  links  in  the  history  of 
Indian  painting.  It  further  establishes  the  fact  that  like 
the  arts  of  poetry  and  music  that  of  painting  was  also  a 
continuous  tradition  and  was  equally  concerned  with 
improvising  upon  established  themes. 
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John  Gibson 
in  Rome: 

An  Unpublished  Letter 

Thomas  B.  Brumbaugh 


i.  John  Gibson,  R.A., 
c.  1850-55. 
Photographed  by 
Frederick  Jones. 


When  the  Walker  Art  Gallery,  Liverpool,  acquired 
the  'Tinted  Venus'  of  John  Gibson  (1 790-1 866)  for  its 
collections  in  1971  (see  The  Connoisseur,  October  1971), 
one  of  the  last  great  monuments  of  high  Victorian 
taste  in  private  hands  was  made  available  to  a  larger 
public.  The  extravagantly  praised  and  excessively 
condemned  statue  has  now  been  appropriately  housed 
with  other  examples  of  Gibson's  sculpture  in  his  own 
city  where  he  can  be  studied  as  possibly  the  most  sig- 
nificant—certainly the  most  famous-English  sculptor 
of  the  nineteenth  century.  At  last  the  critic  has  been 
given  the  full  means  to  appraise  the  artist  and  his  pro- 
lific works  as  worthy  products  of  the  times,  further 
assisted  by  such  documentation  as  the  letter  which 
forms  the  bulk  of  this  article.  The  photograph  used 
here  (No.  1)  shows  Gibson  in  the  years  of  his  greatest 
success. 

Nearly  a  century  of  pejorative  criticism  might  seem 
to  distract  us  from  ever  obtaining  a  clear  picture  of 
Gibson's  achievement,  although  the  various  bourgeois, 
academic,  romantic,  realistic  and  classic  sins  of  which 
he  has  been  accused  seem  to  evaporate  as  we  attempt  to 
view  the  sculpture  through  his  own  eyes.  We  soon 
become  aware  of  his  intense  desire  to  create  sculptural 
form  for  its  own  sake  while  only  half-heartedly  using 
the  trappings  of  Neo-classicism.  The  earlier  twentieth- 
century  anathema  provoked  by  Gibson's  'disrespect' 
for  the  stoniness  of  his  material,  today  seems  almost  as 
quaint  as  the  nineteenth-century  controversy  over  his 
'improper'  tinting  of  lips,  eyes,  hair,  and  the  hems  of 
garments.  Always  personally  aloof  and  long  since 
removed  by  time  from  such  matters,  the  sculptor  is 
revealed  as  a  single-minded  and  uncomplicated  man, 
oblivious  to  the  national  and  aesthetic  politics  of  his 
period,  perfectly  content  to  make  a  steady  stream  of 
representational,  vigorously  conceived,  and  essentially 
uncomplicated  white  marble  statues. 

In  Liverpool  and  London  the  fledgling  artist  had 
established  a  small  reputation,  receiving  a  number  of 
commissions  for  busts  and  exhibiting  two  busts  and  a 
relief  in  the  Royal  Academy  in  18 16  (No.  2)  even 
though  his  training  was  essentially  that  of  a  journey- 
man carver.  The  charmingly  naive  Hero  and  Leander 
(No.  3)  and  a  Psyche  and  Himeros  (No.  4),  both  in  the 
Royal  Academy  collections,  are  characteristic  of  the 
early  reliefs.  The  motif  of  two  embracing  figures, 
evidently  derived  from  Canova's  Cupid  and  Psyche 
(1792),  is  a  constant  one  throughout  his  career  (No.  5) 
but  he  uses  it  here  in  a  most  attractive  and  self-con- 
scious fashion  which  recalls  its  rococo  origins. 

In  his  autobiography  Gibson  tells  us  that  he  had  once 
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dreamed  of  being  carried  to  Rome  'by  a  colossal  eagle', 
but  after  a  no  doubt  conventional  journey  over  land 
and  sea,  he  arrived  there  for  the  first  time  on  October 
20,  1817. 1  The  D'Aguilar  family  of  Liverpool  had 
befriended  him,  helping  to  'enrich'  his  mind,  and, 
fully  armed  with  letters  of  recommendation  from 
Fuscli  and  possibly  Flaxman,  West,  and  Blake,  Gibson 
seems  immediately  to  have  sought  out  Canova.  In  the 
course  of  showing  his  drawings,  the  impoverished 
student  was  amazed  and  delighted  to  have  the  older 
artist  tell  him,  'As  I  have  assisted  many  young  men  I 
trust  that  you  will  allow  me  to  have  the  gratification  of 
contributing  any  sums  out  of  my  purse  to  enable  you 
to  study  to  the  best  advantage,  and  that  requires  means. 
I  am  rich,  and  money  is  no  object.  I  am  anxious  to  be 
of  use  to  you,  and  forward  you  in  your  art  as  long  as 
you  are  in  Rome'.2  After  that  improbable  speech, 
Gibson  seems  to  have  worked  with  even  greater  zeal. 

In  the  letter  which  follows,  the  peculiarities  of  Gib- 
son's punctuation,  spelling,  and  syntax  have  been 
preserved.  Heretofore,  the  published  transcriptions  of 
his  lettters  have  been  carefully  corrected  so  that  he 
seems  to  be  a  polished  and  colourless  writer.  It  is  re- 
freshing to  evoke  once  again  the  rough-hewn  young 
man  of  twenty-eight,  full  of  enthusiasm  and  firmly 
stated  opinion,  as  he  addressed  his  contemporary, 
James  Bailey,  a  classical  scholar  who  in  18 16  made  his 
own  early  reputation  with  a  study  of  the  Greek  in- 
scription on  the  Rosctta  Stone.3  From  the  postal  hand- 
stamps  we  learn  that  the  letter  reached  London  on 
September  15,  18 18,  and  we  can  only  guess  that  it  gave 
the  original  recipient  as  much  pleasure  as  it  gives  us 
today.  How  fortunate  we  are  that  the  preservation  of 
a  sheet  of  old  paper,  through  whatever  vicissitudes,  has 
allowed  us  this  generous  view  of  Gibson's  formative 
first  year  in  Rome. 

Rome  August  1818 

My  dear  Sir, 

The  many  hours  of  pleasure  which  I  have  past 
in  yr  compy  makes  me  often  wish  you  here,  -  such 
as  you,  with  knowledge  of  literature  &  taste  for 
the  fine  arts  would  be  surrounded  with  even  new 
pleasure  in  Rome.  Come  then  and  let  us  mount  the 
steps  of  the  Vatican  &  the  Capitol  together.  I  have 
hopes  Williamson  my  nabour  at  Liverpool  &  my 
fellow  lodger  there  will  come  as  soon  as 
circumstances  will  permit.4  [No.  6] 

Rome  is  filled  with  artists  from  all  parts,  most  of 
them  pention'd,  but  England  has  not  one  pention'd 
youth  here.  Still  our  people  have  a  taste  for  the 
arts  for  the  greater  part  of  the  Italian  sculptors  arc 
employd  by  them,  indeed  there  have  been  latterly- 
more  statues  order'd  here  than  ever  have  been 
executed  in  England. 

It  is  my  belief  that  Canova  &  Thorwaldsen  can 
make  better  statues  than  any  one  in  England,  but 
Flaxman  has  showen  more  genious  than  either 
of  these  men.  The  arts  amongst  us  have  been 
entirely  kept  down  by  the  patrons  who  have  ever 
chain'd  men  of  genious  to  paint  &.  sculpture  their 
fat  faces  -  What  would  have  Knollekins5  have  done 
-  what  would  Sir  T  Lawrence  have  produced  in 
the  highest  department.  It  is  lamentable  to  scad 


over  the  list  of  our  Exhibition.  I  think  the  arts  on 
the  continent  very  high,  that  is,  in  drawing  & 
composition,  we  arc  far  beond  them  in  colouring 
&  effect,  in  every  other  respect  we  are  below  them. 
Their  choice  of  subjects  arc  generally  noble,  such 
as  arc  calculated  to  display  what  is  noble  & 
beautiful  in  the  naked  forms. 

The  greatest  painters  here  arc  Cavvo 
Camuncini  &  Landi.  The  last  work  of  Camuncini 
is  the  death  of  Secor  a  work  in  my  humble  idea 
that  confers  lasting  honour  on  his  name.  I  also  saw 
the  last  work  of  Landi,  it  is  the  soldiers  runing  away 
with  one  of  the  daughters  of  Oedipus  admirably 
composed  &  I  think  beautifully  coloured.6  I  know 
two  English  painters  here  they  think  both  these 
pictures  very  poor.  These  are  painters  of  merit 
in  colours.7 

In  other  parts  of  the  world  you  meet  with 
sculptors  that  [are]  right  bad  in  Rome  you  do  not, 
though  there  are  many  without  genious  &  many 
very  clever.  I  also  think  that  sculpture  stands 
higher  now  than  ever  it  has  since  the  best  greeks. 
This  age  cannot  boast  of  that  originality  &  variety 
that  M.  Angelo  prided  himself  on.  In  general 
there  is  a  sameness  in  all  the  works  of  the  present 
school,  but  now  &  then  beautiful  thoughts  appear 
such  as  would  do  honour,  to  the  best  greeks.  The 
other  day  I  saw  a  newly  finished  model  of  Mercury 
by  Torwalsden.  as  Mercury  I  think  it  the  finest  in 
the  world  for  sentiment  &  stile.  This  figure  is  halt 
sitting  on  a  high  stump  of  a  tree.  You  pcrsivc  that 
he  hasjust  finished  playing  on  his  pipes  looking 
with  stcrness  but  beautiful,  and  grasping  his  sword, 
you  fancy  that  he  is  about  to  get  up  -  what  to  do?  - 
why  to  cut  off  the  fellow's  head.  This  is  the  posture. 
[No.  7]  By  all  means  see  when  they  do  arrive,  the 
group  of  the  graces  &  nymph  for  our  Prince  by  the 
Marquis  Canova,  I  think  the  nymph  is  one  of  the 
most  beautiful  figures  which  he  has  ever  done 
simple  and  most  natural.8 

You  would  be  struck  by  the  religious  scrimonis 
here  which  are  perpetual  &  always  rich  -  You 
would  also  be  amused  to  see  the  figure  of  Christ 
carried  through  the  streets  by  priests  and  a  grand 
band  marching  before  playing  merry  tunes  -  the 
people  kneeling  as  they  pass  -  and  to  see  likewise 
the  toes  of  the  bronze  statue  of  St.  Peter  blunted 
down  to  the  first  joint  by  thousands  kissing  it.  The 
lowest  class  bow  &  cross  themselves  as  they  pass  the 
image  of  the  Virgin  which  are  numerous  in  the 
streets.  No  people  arc  more  mean  &  low  than 
what  they  arc.  Fallen  indeed !  I  am  much 
delighted  that  I  am  here  for  I  think  it  is  the  first 
place  in  the  world  for  an  artist,  so  many  men  of 
merit  together,  and  to  see  all  they  produce,  they 
are  very  liberal  in  allowing  every  one  to  see  their 
studi.  The  collection  of  antique  statues  here  are  not 
so  numerous  as  you  might  expect,  I  mean  gi  the 
first  order,  here  is  the  Apollo,  Laocoon,  M  rcury, 
greek  Cupid,  Cleopatra,  Adonis,  &  stooping 
Venus,  greek  workmanship,  two  discobilus.  Those 
are  the  principal  statues  in  the  Vatican.  I  should 
have  mention'd  the  Torso  which  is  there.  There 
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of  AllgUtt  1 8 18. 
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are  a  great  number  of  busts  female  statues  various 
other  fragments. 

In  the  Capitol  is  the  group  of  Cupid  &  Psyche  a 
fine  Venus  in  perian  marble  a  flora,  Antinous, 
dying  gladiator.  Those  are  the  first  statues  of  the 
renoun'd  Capitol.  I  have  not  mentioned  the 
numerous  busts  &c.  The  Villas  &  pallacies  contain 
also  some  fine  statues,  but  the  Academies  contain 
casts  from  everything  that  is  fine  excepting  the 
Elgin  marbles.  Canova  has  a  cast  from  the 
Elisus.9 1  mean  to  study  from  it. 

There  are  three  English  painters  here  one  of  them 
is  studying  history  painting  he  is  clever  in  colouring 
&  effect.  Here  is  not  one  English  sculptor  excepting 
his  grace  from  Liverpool.10 

I  still  think  that  real  encorragmcnt  in  the  arts  is 
not  to  be  obtan'd  but  by  excelling,  if  so,  I  will  try 
&  hope,  but  if  it  is  to  be  obtain'd  by  solicitations 
&  flattery  I  have  little  hopes. 

I  have  made  a  model  of  a  shephard  boy  which 
Canova  seemed  to  like.  I  have  also  made  a  larg 
copy  from  his  famous  Pugilist,  one  from  the 
Apollo,  and  have  nearly  compleatcd  Mrs  T's  bust 
in  marble  this  first  I  modelled  all  anew  in  Rome. 
Altogether  it  will  have  occupied  me  three 
months. 1 1 

I  have  drawn  some  new  designs  in  a  new  book. 
I  expect  to  make  great  improvements.  I  am  more 
&  more  fond  of  the  Arts.  I  have  suffered  from  the 
heat  of  the  wether,  I  am  better  now.When  you 
feel  at  liberty  I  should  be  happy  to  hear  from  you. 
Do  me  the  favour  to  present  my  compliments  to 
yor  Brother,  let  me  know  if  the  model  is 
incomoding  you.  I  ever  remain  my  dear  sir  yr 
most  humble  sert.  John  Gibson. 

Nollikins  I  suppose  &  hope  is  still  on  this  side  of 
Stix.  I  have  had  a  very  encoraging  letter  from  him 
since  I  have  been  here  -  his  Venus  should  stand  in 
the  Museum  for  it  is  a  beautiful  figure.  Why  do 
you  not  send  us  casts  of  the  Elgin  marbles  here? 
Our  Pope  presented  you  admirable  casts  from  the 
Antique. 

You  know  that  a  company  of  English  & 
Germans  discovered  a  number  of  antique  figures 
at  Athens.  I  forgot  the  name  of  the  Temple  but 
these  marbles  are  purchased  by  the  king  of 
Bavaria.  Iginea  marbles  that  is  the  name.  I  sec  them 
often,  a  thousand  pity  we  did  not  get  them  first 
as  they  are  in  the  early  stile  of  art  so  in  our  museum 
we  should  have  had  the  beginning  the  middle  & 
the  end.12 
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If  the  'Igincan  marbles'  were  'the  beginning',  and 
the  Elgin  marbles  the  middle',  then  we  must  conclude 
that  Gibson  understood  the  work  of  Canova,  Thor- 
waldsen,  and  himself  to  be  'the  end'  of  classical  taste. 
His  letter  tells  us  that  the  antiques  of  the  'first  order'  in 
Rome  were  such  latter-day  Hellenistic  creations  as  the 
Laocoon,  the  Belvedere  Apollo,  and  the  Dying  Gladiator, 
all  of  which  had  been  significant  for  eighteenth- 
century  aesthetics.  Gibson  must  have  looked  at  the 
Parthenon  sculptures  before  leaving  London,  but  his 
serious  study  of  them  would  seem  to  have  been 
confined  to  Canova's  single  cast  'from  the  Elisus'.13 
Those  of  his  contemporaries  who  knew  well  the 
original  works  back  home  in  England  were  to  find 
themselves  a  good  deal  closer  to  the  spirit  of  the  new 
century  than  he. 

Gibson  must  have  been  very  little  aware  of  it,  but 
August  of  1818  was  a  brilliant  moment  in  the  history 
of  European  art.  Goya  and  Gericault  were  creating 
immortal  masterpieces  while  Constable  and  Delacroix 
were  beginning  their  careers.  The  romantic  rebellion 
was  starting  in  earnest  even  as  the  Congress  of  Vienna 
had  finished  its  attempt  to  stabilize  the  political  map. 
The  English  sculptor's  conservative  stance  could  only 
have  been  maintained  in  Rome,  although  we  are 
astonished  that  so  many  currents  of  change,  flowing 
through  that  ancient  capital  of  art,  did  not  affect  him 
more  profoundly.  Both  Turner  and  Lawrence  were 
to  make  their  first  visits  to  the  city  in  18 19  and  both 
found  there  renewed  inspiration  and  confirmation  of 
disparate  points  of  view.  Ingres  was  then  working  in 
Rome,  discovering  the  quattrocento  as  well  as  Raphael, 
and  a  few  years  later  Corot,  Bonington,  and  Etty 
would  appear  on  the  scene.  Germans,  Austrians,  Swiss, 
Americans,  and  Scandinavians  in  the  wake  of  Thor- 
waldsen  were  soon  to  find  in  the  Roman  studios  rich 
sources  for  their  various  forms  of  personal  and 
nationalistic  romanticism.  A  decade  or  more  before 
Gibson's  death,  Daubigny,  Couture,  and  Manet  had 
come  and  gone. 

High  seriousness  and  an  appealing  naivete  are 
qualities  we  observe  in  Gibson's  youthful  letter  and 
they  were  still  undiminished  in  the  older  man.  *I 
expect  to  make  great  improvements.  I  am  more  6V 
more  fond  of  the  Arts',  he  wrote  in  1818,  never 
doubting  that  the  virtues  of  hard  work  and  study 
would  guarantee  success.  Thirty  years  later  as  a  man  of 
nearly  sixty  he  addressed  a  letter  to  his  patron,  Henry 
Sandbach,  in  Liverpool,  reassuring  him  that  'I  have 
been  working  lately  like  a  horse,'  anxious  to  'send  off 
my  Bassorilievo  of  the  Hours  .  .  .  and"  if  it  arrives  in 
England  my  belief  is  that  it  will  meet  with  the  appro- 
bation of  posterity'.14  Fame  was  Gibson's  spur,  and 
each  work  had  to  be  measured  thus  against  the  eternal 
values  of  Art.  He  had  been  a  precocious  child  but  never 
a  'genius'  and  he  worked  as  though  keenly  aware  of  it, 
even  when  that  word  was  so  often  and  so  loosely 
applied  to  him  by  the  Victorians. 


NOTES 

1 .  T.  Matthews,  The  Biography  oj'john  Gibson,  R.A., 
Sculptor,  Rome,  London,  191 1,  pp.  28-29. 

2.  Ibid.,  p.  44. 

3.  James  Bailey  (d.  1864),  Trinity  College,  Cambridge, 
B.A.  1814,  M.A.  1823,  and  master  of  Perse  Grammar 
School,  was  best  known  for  his  edition  of  Farcellini's 
Latin  Dictionary,  1826.  He  seems  the  likeliest  candidate 
for  the  'J.  Bailey  Esq.,  Gloster  Place,  New  Road,  London", 
of  the  letter's  address  leaf. 

4.  Samuel  Williamson  (1792-1840),  landscape  painter, 
bom  in  Liverpool.  There  is  no  mention  of  a  trip  to  Rome 
in  his  DNB  biography.  The  painting  reproduced  with 
this  article  suggests  that  his  training  was  totally  English. 

5.  Gibson  gives  two  eccentric  spellings  of  the  name  of  the 
sculptor,  Joseph  Nollekens  (1737-1823),  who  was  'on  this 
side  of  Stix'  in  1819,  but  in  his  dotage.  Nollekens  carved 
a  number  of  Venuses,  one  of  which  Gibson  praises  in  the 
letter's  first  postscript. 

6.  Vincenzo  Camuccini  (1773-1844),  Italian  historical 
painter,  had  a  tremendous  reputation  in  His  time,  and  was 
the  recipient  of  many  honours  for  such  pictures  as  the 
'Death  of  Caesar'  which  Gibson  admired.  Caspar  Landi 
(1756-1830),  a  student  of  Battoni,  was  successful  as  a 
painter  of  religious  and  historical  subjects.  He  was 
director  of  the  Roman  Academy  of  St.  Luke  after  1817. 

7.  Later  in  the  letter  Gibson  mentions  that  he  knows  of  three 
English  painters  in  Rome.  The  one  'clever  in  colouring 
and  effect'  may  have  been  the  historical  painter,  William 
Hilton  (1786-1839),  a  full  R.A.  in  1818,  who  came  to 
Rome  that  year  with  Thomas  Phillips  (1770-1845),  best 
known  for  his  portraits.  James  Durlicld  Harding 
(1798-1863),  John  Bemey  Cromc  (1794-1842),  Charles 

L.  Eastlake  (1793-1865),  and  George  Henry  Harlow 
(1787-1819)  also  (among  others)  visited  Rome  in  1 8 1 8. 

8.  Kings  and  emperors  vied  with  one  another  for  the  works 
of  Canova  and  Thorwaldsen.  Their  success  was  the  model 
for  Gibson  and  at  least  two  succeeding  generations  of 
sculptors  based  in  Rome.  The  Prince  Regent  of  England 
and  other  English  collectors  gave  Canova  his  richest 
commissions  at  this  time. 

9.  Perhaps  Gibson's  spelling  of  Ulysses?  This  may  be  his 
name  for  the  so-called  Theseus  figure.  See  note  13. 

10.  Nollekens  was  in  Rome,  1760-70;  Flaxman,  1787-94;  the 
elder  Wcstmacott,  1793-97.  Chantrey  arrived  in  18 19  and 
the  younger  Wcstmacott  in  1820. 

11.  Gibson  often  described  Canova  as  his  master,  and  it  would 
saem  from  this  passage  that  he  was  given  space  to  work  in 
Canova's  studio,  no  doubt  receiving  criticism  from  time 
to  time  as  he  copied  from  the  older  man's  sculpture. 

The  shephard  boy  was  his  first  success.  S.  Watson  Taylor 
of  London,  commissioned  busts  of  himself,  his  wife  and 
entire  family  in  1816-17. 

12.  The  newly  excavated  sculptures  from  the  Temple  of 
Aphaia  in  Aegina  were  seen  in  Rome,  18 16-19,  where 
Thorwaldsen  disastrously  restored  them  for  Lud  vig  of 
Bavaria. 

13.  Sec  the  early  panel  sketch  from  the  Theseus,  rej  oduced 

in  Jeremy  Cooper,  John  Gibson  and  his  'Tinted  Venus',  The 
Connoisseur,  October,  1971,  p.  88. 

14.  Written  from  Rome,  December  II,  1848,  this  letter  and 
the  August  1 81 8  example  are  in  the  collection  of  the  author. 
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A  Discovery  of 
Chippendale  Chairs 
in  America 

Phillip  Johnston 


A  set  of  eighteen  mahogany  side  chairs  in  the  dining  I 
room  of  The  H.  F.  duPont  House,  Winterthur,  Dela-  | 
ware,  is  among  the  surviving  furniture  from  Brocket  j 
Hall,  Hertfordshire,  the  country  house  of  Sir  Peniston 
Lamb,  First  Viscount  Melbourne.  Lamb  also  main- 
tained a  London  residence,  Melbourne  House,  in 
Piccadilly,  for  which  Thomas  Chippendale  designed 
and  fabricated   furnishing.   In   1771    Sir  William 
Chambers,  acting  as  agent  for  Lord  Melbourne, 
bought  Lord  Holland's  Piccadilly  house;  then  during 
the  next  five  years,  Chambers  designed  and  built  a  new 
house  on  the  site.1  We  know  Chippendale  was  furn-  I 
ishing  this  house,  for  on  August  14,  1773,  Chambers  , 
wrote  Melbourne :  'Chippendale  called  up  me  yesterday  I 
with  some  Designs  for  furnishing  the  rooms  wh. 
[which}  upon  the  whole  seem  very  well  but  I  wish  to  I 
be  a  little  consulted  about  these  matters ....  Be  pleased  i 
...  to  order  him  to  show  me  the  Drawings  at  large  for  i 
tables,  Glasses  etc.  before  they  are  put  in  Hand  as  I  I 
think  from  his  Small  Drawings  that  some  part  may  be  f 
improved  a  little'.2 

Unfortunately  no  literary  documentation  of  Chip-  ; 
pendale's  participation  in  the  furnishing  of  Brocket 
Hall  has  yet  been  found.  James  Paine  designed  the 
house  and  oversaw  its  building  from  1750  to  1775.  He  ! 
included  Brocket  Hall  in  his  Plans,  Elevations  and 
Sections,  of  Noblemen  and  Gentlemen's  Houses,  Part  11, 
1783  (No.  2).  The  house  was  begun  by  Sir  Matthew 
Lamb  and  was  inherited  incomplete  by  his  son 
Peniston  Lamb  in  1768.  Peniston  Lamb  succeeded  his  I 
father  in  the  House  of  Commons  and  then  in  1770  was 
awarded  the  Irish  barony  of  Melbourne.  Subsequently 
he  acquired,  rebuilt,  and  renamed  the  Piccadilly  house 
and  at  the  same  time  completed  Brocket  Hall,  which 
was  near  enough  to  London  to  be  of  considerable  use 
for  entertaining.3  Paine  states  that  'the  East  and  North 
Fronts'  to  Brocket  Hall  were  finished  before  Sir 
Matthew  Lamb's  death,4  yet  the  stucco  ceilings  of  the 
dining  room  (marked  b  in  the  plan  of  the  principal 
story,  No.  3)  and  the  drawing  room  (f)  show  Robert 
Adam's  influence5  and  must  have  been  so  decorated 
when  the  library  (d)  and  the  coved  salon  (c)  were  com- 
pleted for  Sir  Peniston.  Paine  also  tells  us,  'The  noble 
owner  of  this  house  has  spared  no  expense  in  the  furn- 
ishing and  perfectly  compleating  every  part  of  it'.6  The 
chairs  at  Winterthur  probably  stood  in  the  dining 
room  and,  consequently,  could  have  been  made  about 
the  same  time  as  the  Melbourne  House  furniture.  R.  W. 
Symonds  demonstrated  in  1958  a  marked  similarity 
between  a  set  of  chairs  from  the  library  of  Brocket 
Hall  and  a  set  Chippendale  designed  and  made  in 
1768  for  the  library  at  Nostell  Priory.7  The  chairs  at 
Winterthur,  however,  bear  closer  resemblance  to  ones 
Chippendale  made  for  Hare  wood  House  between  1769 
and  1 777. 8  A  comparison  of  one  of  the  Winterthur 
chairs  (No.  1)  to  one  from  the  set  of  dining  room 
chairs  at  Harewood  House  (No.  4)  reveals  analogies  in 
both  form  and  ornament  that  suggest  a  common 
author. 

The  front  legs  of  the  two  chairs  are  derived  from  l 
classical  pedestals  and,  except  for  the  feet,  are  of  com- 
parable form  and  proportion.  The  back  stiles  vary  only  ! 
in  surface  embellishment  and  terminate  in  square  - 
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2.  Plates  Lvin 
and  i  ix  from 
James  Paine's 
1'lans,  Elevations 
and  Sections,  of 
Noblemen  and 
Gentlemen's  Houses, 
Part  n,  1783.  The 
Henry  Franeis  duPont 
Winterthur  Museum. 


'  C/Nut /»■>»' w'-  ■  \,.„y, 


3.  Detail  of  the 
Plan  of  the  Principal 
Story,  Brockett  Hall, 
Plate  Lni, 

James  Paine's 
Plans,  Elevations 
and  Sections,  of 
Noblemen  and 
Gentlemen's  Houses, 
Part  11,  1783. 

4.  One  of  the  set  of 
dining  room  chairs 
at  Harewood  House. 
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5.  Detail  from  a 
Winterthur  chair, 
showing  the  festoons 
across  the  back. 

6.  Detail  from  a 
Winterthur  chair, 
showing  the  strings 
down  the  legs. 


blocks  ornamented  on  the  front  and  the  top  with 
carved  rosettes.  Strings  of  husks  are  carved  on  to  the 
front  of  the  stiles.  The  husks  are  more  plentiful  on  the 
Winterthur  chair,  where,  with  the  festoon  across  the 
back  (No.  5)  and  the  strings  down  the  legs  (No.  6),  they 
become  the  predominant  ornamental  motif.  In  con- 
trast, the  bands  of  carved  fluting  on  the  crest  rail  and 
the  base  of  the  splat  of  the  Harewood  Chair  appear 
only  on  the  leg  blocks  of  the  Winterthur  chair. 

The  splats  of  the  chairs  with  outcurving  voids  of 
exactly  the  same  shape  are  variations  of  a  single  theme. 
On  the  lower  >plat  of  the  Harewood  chairs  an  acanthus 
leaf  opening  upward  shares  a  round  base  with  a  smaller 
leaf  opening  do  vnward;  on  the  Winterthur  chair  this 
motif  appears  on  the  crest  rail.  On  both  is  a  carved 
molding  along  the  top  edge  of  the  pedestal  at  the  base 
of  the  splat.  Finally  a  carved  bead  ornaments  all  the 
prominent  surfaces  of  the  back  and  the  front  legs,  en- 
riching the  outline  of  the  chairs  and  framing  the  class- 
ical motifs  that  decorate  them. 

The  physical  evidence  embodied  in  the  chairs  at 
Winterthur  verifies  what  their  history  of  ownership  by 
Pcniston  Lamb  suggests:  they  must  have  come  from 
the  workshop  of  Thomas  Chippendale.9 
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The  initial  study  of  the  chairs  discussed  in  this  article 
by  Mr.  Johnston  was  undertaken  for  the  exhibition 
'Neoclassicism  in  the  Decorative  Arts:  France, 
England  and  America'  held  at  the  Winterthur  Museum 
December  8  to  11,  1971,  and  directed  by 
Dr.  R.  Peter  Mooz. 


NOTES 

1.  John  Harris,  Sir  William  Chambers,  Knight  of  the  Polar  Star, 
University  Park,  Pa.,  and  London,  1970,  p.  226. 

2.  Anthony  Coleridge,  Chippendale  Furniture,  London,  1968, 
P-  79- 

H.  Avray  Tipping,  'Brocket  Hall,  Hertfordshire,  the 
Seat  of  Sir  Charles  Nail-Cain,  Bt.,'  Part  n,  Country  Life, 
lviii,  July  11,  1925,  p.  67. 

James  Paine,  Plans,  Elevations  and  Sections,  of  Noblemen 
and  Gentlemen's  Houses,  11,  London,  1783,  p.  16. 
Tipping,  op.  cit.  p.  60. 
Paine,  op.  cit.  p.  16. 

7.  R.  W.  Symonds,  'Adam  and  Chippendale:  A  Myth 
Exploded',  Country  Life  Annual,  1958,  p.  53. 

8.  Anthea  Stephenson,  'Chippendale  Furniture  at  Harewood, 
Furniture  History,  iv,  1968,  p.  62. 

9.  I  must  thank  Mr.  Christopher  Gilbert,  whose 
concurrence  in  this  attribution  encouraged  me  to  publish  it. 
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The  American  way  with  Art 

Joseph  T.  Butler 


The  Far  North : 

2000  Years  of  American  Eskimo 
and  Indian  Art 

A  highly  important  and  comprehensive 
•  exhibition  of  the  indigenous  art  of  the  Alaskan 
peninsula  from  prehistoric  times  until  the  end  of 
the  19th  century  can  be  seen  until  the  15th  of  this 
month  at  the  National  Gallery  of  Art  (Washing- 
ton, D.C.).  Included  are  365  art  objects  chosen 
from  the  four  principal  Alaskan  cultures: 
Eskimos,  Aleuts,  and  Tlingit  and  Athalaskan 
Indians.  The  objects  themselves  are  fascinating 
historically  as  some  were  collected  by  early 
explorers  and  missionaries  while  others  have  been 
discovered  in  recent  years  as  a  result  of  arch- 
eological  investigations. 


Some  of  the  finest  pieces  in  the  show  have  been 
lent  by  the  Soviet  Union  and  have  not  been  seen 
previously  outside  that  country.  Loans  also  wcit 
made  from  the  national  collections  of  Finland, 
Denmark,  Holland,  Germany,  Switzerland, 
Scotland  and  Ireland  as  well  as  from  23  museums 
in  the  United  States  and  Canada.  The  exhibition 
was  organised  by  the  National  Gallery  in  con- 
junction with  the  Anion  Carter  Museum  of 
Western  Art  (Fort  Worth,  Texas).  The  show  was 
selected  by  Mitchell  A.  Wilder,  Director  of  the 
Amon  Carter  Museum  in  cooperation  with  Erna 
Gunther,  former  Professor  of  Anthropology  at 
the  University  of  Washington,  Henry  B.  Collins 
of  the  Smithsonian  Institution  and  Douglas 
Lewis,  Curator  of  Sculpture  at  the  National 
Gallery. 


1.  Ivory  human  figure  with  blue  labrets, 
Eskimo. 

Museum  of  the  American  Indian, 
Hcyc  Foundation. 

2.  Bear  helmet,  Tlingit. 

Museum  of  Anthropology  <i"d  lithnography , 
Leningrad,  USSR. 

3.  Ivory  needlecase, 

with  geometric  design  in  red  and  black, 
Eskimo. 

Peabody  Museum  of  Salem,  Massachusetts 
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4.  Ceremonial  gannet  insignia, 
Eskimo. 

Sheldon  Jackson  College,  Sitka,  Alaska. 

5.  Mask,  bear  with  ?  cubs,  Tlingit. 
Peabody  Museum,  Harvard  University. 


6.  Chilkat  ceremonial  garment,  wool  and  otter  fur, 
Tlingit. 

Portland  Art  Museum,  Oregon. 


Many  of  these  objects  arc  startling  in  their 
beauty  and  rcvea!  the  high  degree  of  artistic 
achievement  by  these  peoples.  They  were  all 
chosen  so  tint  they  show  native  accomplishments 
before  the  Alaskans  had  contacts  with  Europeans 
which  significantly  changed  their  artistic  expres- 
sion. Included  arc  masks  and  helmets;  carved  and 
painted  chests,  boxes,  and  split  willow  baskets; 
ceremonial  headdresses  with  ermine  cascades; 
ceremonial  gowns  of  puffin  and  cormorant  skins; 
costumes  of  sealskin,  walrus-gut,  and  buckskin; 
beaded  fishing  hats;  works  of  carved  ivory;  and  a 
prehistoric  ivory  burial  mask.  The  earliest  objects 
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in  the  show  arc  from  the  Okvik  phase  of  pre- 
historic Eskimo  culture  and  include  some  of  the 
famous  ivory  'madonnas'  which  are  often 
considered  to  be  among  the  most  beautiful  figures 
in  all  primitive  art. 

A  320-page,  fully  illustrated  catalogue  has  been 
prepared  to  accompany  the  exhibition.  This  work 
is  a  monument  to  scholarship  as  well  as  an  aesthe- 
tic delight  in  its  illustrative  material.  It  was 
prepared  by  previously  mentioned  Henry  B. 
Collins;  Frcdcrica  de  Laguna,  Professor  of 
Anthropology,  Bryn  Mawr  College;  Peter  Stone, 
Research  Fellow,  Smithsonian  Institution;  and 


Edmund  Carpenter,  Professor  of  Anthropology. 
The  New  School  for  Social  Research,  New  York, 
It  is  fortunate  that  such  an  important  show  will 
travel  to  several  locations  so  that  it  can  be  seen  by 
a  wide  audience.  The  Far  I\'orth  can  be  seen  after 
its  closing  this  month  at  the  National  Gallery  at 
the  following  institutions:  Anchorage  Historical 
and  Fine  Arts  Museum,  Alaska  (June  10-Septem- 
ber  9,  1973);  Portland  Art  Museum,  Oregon 
(September  23-November  18,  1973)  and  Anion 
Carter  Museum  of  Western  Art,  Fort  Worth, 
Texas  (December  6,  1973-February  3,  1974). 


7.  Washington  Alston. 
Rebecca  at  the  Well, 
oil  on  canvas,  1816. 
Fogg  Art  Museum ,  Harvard  University. 


1     The  Hand  and  the  Spirit : 

Religious  Art  in  America  1700-1900 

The  Indianapolis  Museum  of  Art  (Indiana) 
recently  mounted  an  important  show  which  was 
the  first  to  document  the  theme  of  religion  in 
American  art.  It  was  the  final  exhibition  of  this 
show  which  was  previously  seen  at  three  other 
institutions.  The  123  paintings  and  pieces  of 
sculpture  represent  Biblical  events  and  characters, 
the  spirituality  of  nature,  and  classical  subjects 
thought  morally  elevating  for  their  beauty  and 
refinement.  The  work  of  sophisticated  artists  such 
as  Allston,  Copley,  Eakins,  West,  and  other 
trained  professionals  was  included  along  with  the 
'naive,'  or  folk  art  of  self-taught  non-profession- 
als such  as  Edward  Hicks,  Erastus  Salisbury  Field, 
as  well  as  unknown  folk  artists. 

The  show  was  directed  by  Jane  Dillcnberger, 
Associate  Professor  of  Art  History  at  the  Gradu- 
ate Theological  Union,  Berkeley,  California.  She 
found  many  of  the  paintings  and  sculptures  in  the 
storage  areas  of  museums  and  churches  around 
the  country. 

Important  among  the  works  is  an  original 
Tiffany  stained  glass  window  in  the  collection  of 
the  Indianapolis  Museum  which  came  from  the 
former  First  Presbyterian  Church  at  16th  and 
Delaware  in  Indianapolis.  The  window  was 
commissioned  from  Louis  Comfort  Tiffany  by 
Mrs.  Benjamin  Harrison  and  dedicated  to  the 
memory  of  the  late  president  in  1905. 

The  show  concentrated  on  the  peculiarly 
American  interpretation  of  religious  art.  Being 
>  chiefly  protestant,  the  artists  omitted  the  saints 
and  martyrs  frequently  pictured  in  European 
works.  Enraptured  with  nature,  they  placed 
figures  in  lush  and  engulfing  landscapes.  Infused 
with  the  idea  of  America  as  God's  nation  in  the 
wilderness,  a  new  Eden,  they  specialized  in  scenes 
about  divine  deliverance  such  as  Lot  fleeing 
Sodom  with  angels'  guidance  or  Noah  and  the 
Ark.  American  artists  also  tended  to  humanize 
Biblical  figures.  The  Guardian  Angel,  for 
example,  appears  as  a  familiar  companion,  not  the 
exalted  heavenly  messenger  of  God.  Moses  is 
usually  shown  as  an  infant  foundling  rather  than 
as  the  law-giver  or  deliverer  of  his  people.  Christ 
is  characterized  more  by  His  teaching  and  His  life 
with  mankind  than  by  His  transcendence. 

The  primitive  artists,  both  the  self-taught  and 
the  minority  who  had  received  some  academic 
training,  followed  their  own  personal  visions. 
Although  they  adopted  compositions  and  motifs 
from  illustrated  Bibles  and  popular  prints,  they 
transformed  them  into  their  own  idiom,  some- 
times creating  original  styles  such  as  the  Indians' 
merging  of  Spanish  art  with  their  own  religious 
fervour  to  their  Catholic  altarpieces  in  the  South- 
1  west. 


By  contrast,  the  academically  trained  artists       8.  Mary  Ann  Wilson. 
like  West,  Copley,  and  Allston,  consciously        The  Prodigal  Son  Reclaimed, 
carried  on  the  style  and  content  of  the  European        watercolour  and  pen,  c.  1 8 1 5. 
tradition.  For  many  American  artists,  in  fact,       National  Gallery  oj  Art,  Washington,  DC. 
foreign  study  was  necessary  for  acquiring  the 
prestige  and  gracious  artistic  styles  that  American 
patrons    greatly    favoured.    Although  these 
academically  trained  Americans  tended  to  confine 
themselves  to  European  styles  in  both  religious 
and  secular  art,  a  group  of  artists  known  as  the 
Hudson  River  School  formed  in  the  1830s  with 
the  specific  aim  of  painting  the  American  land- 
scape, which  they  found  far  superior  to  the 
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European.  They  did  not  want  simply  to  glorify 
nature  in  the  European  manner  however;  their 
purpose,  more  American  and  more  religious,  was 
to  express  a  g<  >dl;ncss  about  nature.  The  American 
Transcendent  ilist  philosophy,  conceived  by 
Ralph  Waldo  Emerson  and  others,  gives  life  to 
man  and  nature  and  joins  them  both  in  a  spiritual 
oneness.  Among  the  unusual  pieces  gathered  for 
this  exhibition  were  eight  Biblical  paintings  by 
black  American  artist  Henry  Ossawa  Tanner  and 
twenty-two  satitos  or  paintings  and  sculptures  of 
holy  subjects  made  by  the  Indian  santcros  of  the 
Southwest.  Four  paintings  by  Quaker  artist 
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Edward  Hicks  were  included  as  is  the  'Ecce 
Homo,'  a  bronze  sculpture  of  a  suffering  Christ 
done  around  1899  by  Moses  Jacob  Ezekiel, 
probably  the  most  acclaimed  Jewish  artist  of  his 
time. 

This  unusual  show  was  sponsored  by  the 
Graduate  Theological  Union,  Berkeley,  The 
National  Collection  of  Fine  Arts  and  the  Smith- 
sonian Institution  with  foundation  support  from 
the  National  Endowment  for  the  Arts  and  the 
Lilly  Endowment,  Incorporated.  A  beautiful 
catalogue  has  been  prepared  to  accompany  the 
exhibition. 


9.  Tiffany  Studios. 

Benjamin  Harrison  Memorial  Window, 

stained  glass,  1905. 

Indianapolis  Museum  of  Art. 


10.  Jose  Aragon. 
Our  Lady  of  the  Rosary, 
tempera  on  wood,  c.  1825-1830. 
The  Taylor  Museum  of  the 
Colorado  Springs  Art  Center. 


'Inside  the  Sight' 

An  important  exhibition  of  the  work  of  Max 
Ernst  was  seen  for  the  first  time  in  the  United 
States  at  the  Institute  for  the  Arts,  Rice  University 
Houston.  The  104  Max  Ernst  paintings,  drawings, 
collages  and  sculptures  from  the  Menil  family 
collection  span  50  years  and  include  every  style 
and  period  of  the  artist's  work.  The  Institute  for 
the  Arts  has  circulated  the  exhibition  in  France 
and  Germany  for  the  past  three  years:  Kunsthalle, 
Hamburg;  Kcstner  Gesellschaft,  Hanover;  Kun- 
stverein,  Frankfurt,  Acadamie  der  Kunstc, 
Berlin;  Kunsthalle,  Cologne;  l'Orangerie  des 
Tuileries,  Paris;  Musee  Cantini,  Marseilles; 
Maison  de  la  Culture,  Grenoble;  Ancienne 
Douane,  Strasbourg;  Musee  des  Beaux- Arts, 
Nantes.  On  Max  Ernest's  80th  birthday,  April  2, 
1971,  the  show  opened  at  l'Orangerie  des 
Tuileries,  the  first  time  l'Orangerie  has  shown 
the  work  of  a  living  artist. 

The  beautifully  produced  catalogue,  contain- 
ing illustrations  of  every  piece  in  the  exhibition, 
is  written  by  Werner  Hofmann,  Wieland 
Schmied,  and  Werner  Spies.  'Inside  the  Sight' 
will  be  at  the  William  Rockhill  Nelson  Gallery  of 
Art  and  Atkins  Museum  of  Fine  Arts,  Kansas 
City,  Missouri,  September  27  through  October 
28,  1973 ;  at  the  Art  Institute  of  Chicago,  Septem- 
ber 15  through  November  18,  1974;  and  at  the 
Solomon  R.  Guggenheim  Museum,  New  York 
City,  December  6,  1974  through  February  9, 
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13-  Max  Ernst. 
Le  Cri  de  la  Mouette, 
oil  on  canvas,  1953. 
Menil  Family  Collection. 


News  of  the  International  Foundation 
for  Art  Research,  Inc. 

The  International  Foundation  for  Art  Research, 
Inc.,  formed  in  1968  to  deal  with  questions  of 
attribution  and  the  authenticity  of  works  of  art, 
presented  its  first  public  progress  report  to  art  and 
legal  experts  and  other  representatives  of  the  art 
community  at  the  Frick  Collection  in  March. 

Franklin  Feldman,  President  of  the  Foundation 
and  former  Chairman  of  the  Art  Committee  of 
the  Association  of  the  Bar  of  the  City  of  New 
York  explained  that  for  some  years  there  had 
been  growing  concern  about  the  number  of 
fraudulent  art  works  being  circulated  in  world 
markets.  No  agency  existed  to  deal  effectively 
with  this  important  problem.  In  response  to  a 
series  of  meetings  held  by  Attorney  General 
Louis  J.  Lefkowitz,  who  brought  attention  to 
this  situation,  the  present  organization  was 
formed, 

Mr.  Feldman  emphasized  the  organization's 
framework  of  total  objectivity,  within  which 
experts  may  render  decisions  with  reasonable 
assurance  of  immunity  from  law  suits.  This  helps 
to  ensure  widespread  participation,  giving  the 
Foundation  access  to  a  large  panel  of  the  most 
authoritative  opinion  available. 

As  a  non-profit  organization,  the  Foundation 
serves  as  a  central  authority  of  impartial  judge- 
ment for  museums,  private  collectors,  govern- 
ment organizations,  donors  and  other  individuals 
and  institutions  interested  in  the  determination 
of  the  attribution  of  works  of  art. 

Dr.  Harry  Bober,  Avalon  Professor  in  the 
Humanities  at  New  York  University's  Institute  of 
Fine  Arts,  provided  a  visual  demonstration  ot  the 
methods  used  by  the  Foundation  to  correlate 
scientific  analyses  and  the  reports  of  connoisseurs 
and  research  experts  -  each  aspect  an  integral  part 
of  the  total  investigation  of  a  work  of  art  under 
question.  He  detailed  several  case  histories. 

H.  Harvard  Arnason,  Trustee  of  the  Guggen- 
heim Foundation  and  noted  art  historian, 
explained  the  way  in  which  the  Foundation's 
services  can  be  of  benefit  to  museums  with  limi- 
ted staff  and  facilities.  He  also  spoke  briefly  on  the 
broader  implications  of  the  Foundation's  efforts. 
He  cited,  as  an  example,  the  fact  that  illegal 
international  traffic  in  archaeological  finds  and 
national  treasures  has  spurred  various  organiza- 
tions to  further  efforts  at  co-operation  in  estab- 
lishing codes  of  ethics  and  international  treaties. 
The  Foundation  will  work  along  with  these 
organizations  to  establish  more  .ciitralized 
sources  of  information. 
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Two  Current  New  York  Shows 

The  Doris  Wiener  Gallery,  831  Madison  Avenue 
is  showing  Indian  Miniature  Paintings  through 
June  15.  Sonic  80  examples  arc  included  which 
date  from  the  1 6th  through  the  beginning  of  the 
19th  century  and  represent  the  regional  schools  of 
Rajput,  Moghul  and  Nepal.  This  gallery  is  noted 
for  the  high  quality  of  its  Eastern  exhibitions. 
Through  June  30  a  survey  of  19th  century  bronze 
sculpture  can  be  seen  at  The  Shepherd  Gallery 
Associates,  21  East  84th  Street.  A  particularly 
interesting  fact  about  this  show  is  that  it  will  treat 
the  various  casting  and  editing  techniques,  which 
were  in  use  in  the  19th  century.  This  is  of  parti- 
cular interest  in  a  period  when  we  arc  increasing- 
ly obsessed  by  the  unique  in  art. 


Pahari,  Kangra.r.  1800. 
Doris  Wiener  (lattery. 


15.  Jean  Baptiste  Carpeaux. 
Genie  de  la  Dance, 
bronze,  c.  1 870. 

The  Shepherd  Gallery  Associates. 


Le  Brun  Altarpiece  for  Detroit 

The  Detroit  Institute  of  Arts  has  recently  added 
to  its  collection  a  highly  important  altarpiece  by 
Charles  Le  Brun.  This  work,  The  Presentation  of 
Christ  in  the  Temple  was  executed  in  Rome  in 
1645  and  is  signed  and  dated.  It  comes  to  the 
Institute  as  the  gift  of  Mr.  and  Mrs.  Allan 
Shelden  in  in  memory  of  their  son  Allan 
Shclden  iv. 

Le  Brun  is  known  to  us  primarily  as  the  court 
painter  to  Louis  xiv  in  which  capacity  he  pro- 
vided the  creative  impetus  for  the  style  of  Louis 
xiv.  When  he  was  given  charge  of  the  Gobelins 
manufactory  in  1662,  he  became  the  moving 
force  in  the  decoration  of  the  royal  residence  at 
Versailles  as  well  as  receiving  other  royal 
commissions.  However,  the  Detroit  painting 
serves  to  illuminate  an  earlier  period  in  Le  Brun's 
artistic  development  which  was  extremely  crucial 
to  the  entire  body  of  his  later  achievements. 

The  Detroit  painting  may  be  identical  with  a 
Presentation  which  is  mentioned  by  J.  Piganiol  de 
La  Force  in  1742  as  being  in  the  Church  of  the 
Capucins,  Rue  St.  Honore,  Paris  in  1742.  It  has 
hung  since  the  nineteenth  century  in  a  private 
chapel  in  France.  The  composition  is  known 
through  many  engravings. 


16.  Charles  Lebrun. 

The  Presentation  of  Christ  in  the  Temple, 

oil  on  canvas,  1645. 

The  Detroit  Institute  of  Arts, 

gift  of  Mr.  and  Mrs.  Allan  Shelden  m, 

in  memory  of  Allan  Shclden  iv. 
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The  Grosvenor  House 
Antiques  Fair 
June  13-23 


STAND  I. 

SPINK  AND  SON  LTD. 
A  bronze  four-armed  figure  of  Lokesvara. 
Pre-Khmeng  7th-8th  century. 
Height  13  inches. 


STAND  2. 

ALAN  TILLMAN  ANTIQUES  LTD. 

Left  to  right: 
A  Hanoverian  wineglass,  c.  1715 ; 
an  early  18th  century  English  goblet 
with  Dutch  engraving ; 
a  Newcastle  baluster  wineglass 
c.  1750, 

also  carrying  Dutch  engraving. 


stand  3. 

MAYORCAS  LTD. 
Octagonal  panel  of  petit  point, 
French  c.  1700. 
35 J  X  iS\  inches, 

each  side  of  the  octagon  1 5  ^  inches. 

s  1  and  4. 
O.  F.  WILSON  LTD. 

Dutch  secretaire 

in  kingwood  and  harevvood,  late  1 8th  century. 

Height  57  inches, 
width  33  inches, 
depth  19  inches. 


HUM,  Illlti 
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STAND  12. 

M.  HARRIS  AND  SONS. 
A  Regency  rosewood  writing  table, 
crossbanded  in  satinwood. 
Width  21  inches, 
height  26  inches. 


STAND  16. 

THE  PARKER  GALLERY. 
Miss  Wicket  and  Miss  Trigger, 
1778. 

Coloured  mezzotint 
by  Carrington  Bowles, 
12  J  X  9  inches. 


*«.if     .W  fart.  *w  S~*»«  M.I.  Wh  o  r .  P* 


STAND  15. 

BLUETT  AND  SONS  LTD. 

/I  /)ai>  of  Chinese  'arrow'  vases, 

of  stoneware  covered  with  a  sea  green  celadon 

glaze. 

Yuan  dynasty  12S0-1368  a.d. 
Height  9  inches. 


STAND  5. 

W.  W.  WARNER  (ANTIQUES)  LTD. 
A  Bow  figure  of  a  musician, 
c.  1755- 

Height  9  inches. 


stand  9. 

HOFF  ANTIQUES  LTD. 
A  Meissen  sucrier  and  cover, 
probably  painted  by  C.  F.  Herold 
c.  1740. 

Diameter  4$  inches. 


L  J 


STAND  37. 

H.  W.  KEIL  LTD. 
Oak  withdraw  table, 

surmounted  by  a  contemporary  wood  carving 

Early  17th  century. 

Length  4  feet  5  inches  (closed), 

7  feet  9  inches  (open), 

width  2  feet  9  inches, 

height  2  feet  9  inches. 


stand  27. 

H.  TERRY-ENGELL  GALLERY. 

Balthasar  Van  der  Ast. 

A  Bowl  of  Fruit  on  a  Stone  Ledge. 

Panel, 

18  X  24 J  inches. 


stand  32. 

HERNER  WENGRAF  LTD. 
August  Xavier  Leprince. 

Self  Portrait, 
signed  and  dated  1826. 

Canvas 
16  X  13  inches. 


stand  40. 

PHILLIPS  OF  HITCHIN 
(ANTIQUES)  LTD. 
A  walnut  armchair, 
c.  171 5. 

Height  2  feet  11 J  inches, 
width  2  feet  inches. 
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STAND  47. 

NORMAN  ADAMS  LTD. 
One  of  a  pair  of  Chippendale  period 
mahogany  and  parcel  gilt  Gainsborough  chairs 
from  Hornby  Castle, 
Yorkshire. 

Height  of  back  38  inches, 
width  of  seat  at  front  26?  inches. 


stand  41. 

DELOMOSNE  AND  SON  LTD. 
An  Enoch  Wood  figure 
of  the  Nightwatchman 
in  the  form  of  a  jug, 
c.  1800. 

Height  9  inches. 


stand  43. 

WALTER  H.  WILSON  LTD. 
Silver  beaker  by  Robert  Timbrell, 
London  1693. 
Height  i\  inches. 


STAND  50.  STAND  49. 

GLAISHER  AND  NASH  LTD.  JOHN  KEIL  LTD. 

A  pair  of  chased  ormolu  candelabra  Walnut  mirror, 

attributed  to  Dietrich  Anderson  early  Georgian, 

and  probably  made  before  1765.  Height  4  feet  6  inches, 

width  2  feet  4  J  inches. 
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STAND  51. 

CECIL  DAVIS  LTD. 

A  plain  shallow  glass  fruit  bowl, 

c.  1750. 

Height  5!  inches, 
diameter  12  inches. 


stand  52. 

MICHEL  DUMEZ-ONOF. 
Polychrome  wood  carving  of  St.  Barbara, 
by  a  Salzburg  Master 
of  the  late  15th  century. 
Height  57  inches. 


stand  56 

DENNIS  VANDERKAR  GALLERY. 
Adams  Frans  Van  dcr  Mculen. 
A  Battle  Scene. 
Oil  on  canvas, 
25i*  inches. 

stand  69. 
THOMAS  LUMLEY  LTD. 
A  pair  oj  George  I  silver  candlestick's 
by  Toomas  Merry, 
London  1717. 
Height  7  J  inches. 

stand  85. 

MAPLES  ANTIQUES  AND  FINE  ARTS. 
An  English  serpentine  commode 
with  inlaid  marquetry, 
c.  1765. 

Height  32  inches, 
width  48  J  inches 
depth  19  inches. 


STAND  76. 

GARRARD  AND  CO.  LTD. 
.4  Charles  II gold  tankard, 
dated  1679, 

bearing  contemporary  armorials. 
Height  6  inches. 


STAND  64. 

DENYS  WREY  LTD. 

A  Regency  mahogany  dressing  table 

with  ebony  inlay. 

Width  3  feet  6  inches, 

depth  1  foot  7  inches. 


stand  63. 

TEMPLE  WILLIAMS  LTD. 
A  Neo-classical  gilt  side  table 
supporting  a  marble  top, 
c.  1800. 

Width  2  feet  7  inches, 
depth  1  foot  4  inches. 

stand  71. 

OSCAR  AND  PETER  JOHNSON  LTD 
Alexander  Nasmyth. 
A  view  near  Edinburgh. 
Oil  on  canvas, 
27  X  35 J  inches. 
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STAND  62. 

D.  M.  AND  P.  MANHEIM. 
A  Staffordshire  saltglaze 
stoneware  tankard, 
e.  1760. 

Height  si  inches. 


stand  73. 

H.BLAIRMAN  AND  SONS. 
A  pair  of  semi-circular 
burr  elm  cabinets, 
c.  1775. 

Height  2  feet  10J  inches, 
width  2  feet  1  inch, 
depth  1  foot  J  inch. 


STAND  66. 

ARTHUR  ACKERMANN 
AND  SON  LTD. 
John  Ferneley  Senior. 
Count  Alfred  D'Orsay  on  his  mount 
at  Hyde  Park  Corner, 
signed  and  dated  1823. 
1  34  X  42  inches. 


STAND  55. 

HARRIET  WYNTER. 
German  miners  dial  1583, 
made  of  wood,  ivory  and  brass. 
Length  of  each  side  59  mm. 
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STAND  79. 

TREVOR. 

One  of  a  set  of  four 

late  1  Sth  century  paintings 

depicting  Chinese  scenes. 

Oil  on  canvas, 

28  j  /.  23  J  inches. 


stand  81. 

AYER  AND  CO.  (ANTIQUES)  LTD. 

A  pair  qfsatinwood  card  tables, 
late  1  Sth  century. 
Height  28  inches, 
width  36  inches, 
depth  18  inches. 
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Art  dispatch  from  Europe 

Gerald  Schurr 


Brussels 

A  tribute  to  the  Poet  Georges  Rodenbach 

The  Bibliotheque  Royale  has  had  the  good  fort- 
une to  acquire  a  collection  of  manuscripts,  works 
of  art,  valuable  books  and  literary  documents 
which  belonged  to  the  poet  Georges  Rodenbach 
(1855-1898).  A  room  has  accordingly  been  ar- 
ranged to  reconstruct  the  everyday  surroundings 
of  this  Symbolist  writer,  author  of  Vies  encloses 
and  of  Regne  dit  silence  and  friend  of  Proust  and 
Mallarme,  of  Puvis  de  Chavannes  and  Eugene 
Carriere.  There,  the  signed  works  of  Jules  Cheret, 
Rodin,  Albert  Besnard,  Eugene  Carriere  and 
James  Ensor  are  evidence  of  the  tastes  of  this  poet 
from  Bruges-la-Morte,  and  provide  a  plastic 
accompaniment,  as  it  were,  to  the  precious  books 
signed  by  his  famous  friends. 


1.  Puvis  de  Chavannes. 
Fan  dedicated  to  Madame  Georges  Rodenbach 
by  Stephane  Mallarme. 
Bibliotheque  Royale,  Brussels. 

Charleroi 

Sculptures  by  Caldcr 

The  Palais  des  Beaux-Arts  at  Charleroi  is  well 
known  as  one  of  the  few  provincial  museums  to 
mount  exhibitions  of  international  quality.  By 
tradition  it  is  closed  during  the  summer  but  this 
year  as  a  compensation  for  this  regrettable  interval 
there  w  ill  be  .111  open  air  exhibition  (until  August 
1)  of  large  sculptures  by  Calder  -  stabiles  and 
mobiles  on  the  lawns  and  terraces  between 
I'lnstitut  du  Verre  and  the  new  Palais  de  Justice. 

Knokkc 

The  Art  of  Paul  Delvaux 

Paul  Delvaux,  born  in  1897,  essentially  a  Surreal- 
ist in  his  early  years,  worked  in  a  generally  simple 
neo-Impressionist  style  but  then  fell  under  the 
powerful  spell  of  Permeke.  It  was  only  about 
1935  that  he  veered  towards  the  dreamlike  com- 
positions which  are  peculiar  to  him.  Until  June  17 
the  casino  at  Knokke-Hcist,  near  the  border  of 
Belgium  and  Holland,  has  a  collection  of  these 
haunting  canvases  in  complex  perspectives. 

Bordeaux 

Cubism 

Another  important  instance  of  the  decentralisation 
of  works  of  art  is  the  annual  exhibition  each 
summer  at  the  Galerie  des  Beaux-Art  :>  it  Bord- 
eaux. For  her  twenty-third  exhibition  until  Sep- 
tember 1)  Mile.  Martin-Mery  has  tiosen  the 
masters  of  Cubism.  This  exhibition  will  also  be 
held  at  the  Musce  d'Art  Moderne  in  Paris  from 

2.  Picasso. 

Le  Pigeon  aux  Petits  Pois,  1911. 
Exhibition  at  Bordeaux,  'Les  Cubistes'. 
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October  s  to  November  10  and  includes  works 
lent  by  museums  throughout  the  world  from 
Caracas  to  Stockholm  and  from  Prague  to  Lau- 
sanne. Originating  in  1907  Cubism  is  now  con- 
sidered to  be  a  decisive  aesthetic  revolution  which 
w  is  parent  to  most  of  the  'movements'  of  con- 
temporary art.  This  presentation  skilfully  brings 
out  the  two  tuiidament.il  phases  of  Cubism  and  its 
principal  sources:  the  discovery  by  the  young 
painters  of  the  day  (Picasso,  Braque,  Vlaminck, 
Derain)  of  the  expressive  power  of  black  African 
sculpture  on  the  one  hand,  and  on  the  other,  the 
principles  of  composition  of  the  art  of  Cezanne. 
The  writings  of  Apollinaire,  Max-Jacob  and 
Maurice  Raynal  sustained  them  in  their  struggle. 
There  is  a  clear  distinction  between  'analytical 
Cubism'  which  breaks  up  and  separates  forms, 
and  'synthetic  Cubism'  which,  from  1912  to  1914, 
made  use  of  sized  paper  and  reflected  an  interest 
in  realism.  All  the  great  exponents  of  this  severe 
discipline  are  represented  at  Bordeaux  by  the 
major  works  of  Picasso,  Braque,  Juan  Gris, 
Gleizes,  La  Fresnaye  and  Villon,  by  Robert 
Delaunay  and  Andre  Lhote,  by  Fernand  Leger 
and  Herbin  -  and  many  of  their  followers. 


Paris 

Colette  in  our  midst 

Colette  was  born  100  years  ago  and  died  in  1954. 
Until  September  15  the  Bibliotheque  Nationale  is 
commemorating  the  birthday  of  the  great 
novelist,  resident  nearby  at  the  Palais  Royal  for  a 
long  while,  with  a  copious  and  interesting  col- 
lection of  documents  on  her  works  retracing  the 
essential  stages  of  her  stormy  existence.  The 
author  of  'Claudine'  was  known  to  -  and  often 
influenced  -  all  the  personalities  of  the  world  of 
letters  and  the  arts  in  a  particularly  rich  period 
recalled  here  by  the  hundreds  of  souvenirs. 

Important  antiques  at  the  Hotel  George  V 

A  tradition  has  now  been  established  that  every 
two  years  six  of  the  largest  antique  dealers  in  Paris 
and  four  of  the  most  famous  jewellers  display 
items  of  the  highest  quality  at  the  Hotel  George  V 
(3,  avenue  George  V).  There  aue  showcases  of  the 
most  typical  of  contemporary  jewellery  from  the 
very  modest  to  the  very  luxurious.  The  eighteenth 
century,  the  Golden  Age  of  the  decorative  arts  in 
France,  is  represented  by  chairs  and  other  furni- 
ture, in  contrast  to  Chinese  terracotta,  porcelain 
mounted  in  bronze,  rare  specimens  in  silver  and 
pictures  from  the  seventeenth  to  the  nineteenth 
century. 

Public  Sales  in  Paris 

The  eighteenth  century  was  still  breaking  records 
last  March  in  tiic  sales  at  the  Palais  Galliera: 
190,000  francs  (11. >t  including  costs)  for  three  Louis 
XVI  celadon  vases  mounted  in  gilt  bronze, 
270,000  francs  for  a  Louis  XVI  secretaire  in  lac- 
quered wood  attributed  to  Rene  Dubois,  com- 
parable to  the  one  made  for  Catherine  II  now  in 
the  Wallace  C Collection,  1,013,000  francs  for  a 
Louis  XV  commode  in  lacquer  signed  B.V.R.B., 
105,000  francs  for  two  Meissen  porcelain  swans.  At 
Angers,  the  Palais  de  Versailles  preempted  at 
350,000  francs  a  commode  attributed  to  Andre- 
Charles  Boulle  inlaid  (most  exceptionally)  in 
wood.  Finally,  at  the  Hotel  Drouot  the  good 
state  of  preservation  of  the  Japanese  prints  from 
the  C.  dc  Poorterc  Collection  is  worth  noting.  In 
the  course  of  its  dispersal  a  proof  by  Shucho  The 
Toilet  fetched  17,000  francs. 


The  June  Exhibitions 

Paris  has  a  large  number  of  exhibitions  in  store 
this  year  for  June  visitors.  Apart  from  three  official 
ones  which  we  shall  comment  on  later  and  which 
continue  until  October  (sixteenth-century  Italian 
drawing  and  a  comparative  study  of  La  Mort  de 
Gcrmankus  by  Poussin  at  the  Louvre,  and  Soutine 
at  the  Orangerie)  the  principal  exhibitions  arc: 
'Maitres  francais  de  1900  a  i955'(GalerieSchmidt, 
396  rue  Saint-Honore  until  June  16)  which  is  a 
collection  of  68  pictures  from  Bonnard  to  Chagall 
from  Derain  to  Dunoycr  de  Segonzac  and  from 
Soutine  to  Van  Dongen,  most  of  them  unpub- 
lished and  lent  by  great  private  collectors.  The 
Galerie  J.  C.  Gaubert,  which  has  just  opened  at 
27,  rue  Guencgaud,  concentrates  on  the  fantastic. 
Its  young  director,  closely  connected  with  the 
surrealist  group,  and  after  showing  the  'Sources 
du  fantastique'  (Bosch,  Brueghel,  Arcimboldo, 
Bracclli  and  also  Bocklin,  Odilon  Redon  and 
Gustave  Morcau),  is  displaying  the  astonishing 
pastels  of  a  Peruvian  discovered  by  Matta: 
Chavez.  Until  June  15  the  Galerie  Guiot  (18, 
avenue  Matignon)  will  be  devoted  to  the  Mediter- 
ranean paintings  of  Sarthou:  beaches  enveloped 
in  a  blinding  light,  dazzling  ponds  and  seascapes 
treated  with  tightly  controlled  freedom  and 
lyricism. 


3.  Gautier  d'AcoTY. 
L'Ecorche. 

Engraving  in  four  colours. 
he  Fantastique.  Galerie  Gaubert. 


4.  Sarthou. 

Noire  etait  lamer,  1973. 

Exhibition.  Galerie  Guiot. 


5.  Head  of  Buddha. 
Khmer  Art,  Bayou  period. 
Twelfth-thirteenth  century. 
Compagnie  de  la  Chine  et  des  Indes. 
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i.  Samuel  Cooper,  miniature  of  Charles  II. 
£11,025  ($26,460). 
Christie's,  February  20. 


2.  Pair  of  small  Jamille  rose  bowls, 
diameter  5  inches. 
£5,250  ($12,600). 
Christie's,  February  26. 


.£9,032  for  1660  children's  book.  Cooper  miniature  of  Charles  1 1  makes  jCi  1,025. 


The  first  part  of  a  three-day  Sotheby's  sale  of 
children's  books,  on  February  19,  realised 
£9,032  ($21,676.80).  A  Manual  for  Parents,  to 
which  is  added  a  little  book  for  children,  by  Thomas 
White,  was  sold  for  £500  ($1,200).  Published  in 
1660,  it  appears  to  be  the  only  known  copy  of 
one  of  the  earliest  books  especially  written  for 
children.  It  is  dedicated  to  Thomas  Allen,  Lord 
Mayor  of  London  in  the  year  it  was  published. 

The  first  edition  of  The  Comic  Adventures  of 
Old  Mother  Hubbard  and  her  Dog  and  its  two 
sequels  bound  in  one  volume  (1805-06)  made 
£360  ($864).  A  copy  of  the  first  edition  of 
Rhymes  for  the  Nursery,  by  Jane  and  Arm  Taylor 
(1806)  brought  £200  ($480).  A  presentation  copy 
of  the  first  edition  of  Alice's  Adventures  Under- 
ground (1886)  fetched  £220  ($528).  This  is  a 
facsimile  of  the  manuscript  and  drawings  that 
became  Alice's  Adventures  in  Wonderland.  On  the 
third  day  of  the  sale,  a  presentation  copy  of 
Beatrix  Potter's  Jemima  Puddle-Duck  reached  £70 
($168),  and  a  Lilliputian  edition  of  Gulliver's 
Travels,  roughly  an  inch  high,  made  £100 
($240).  The  Puddle-Duck  bears  an  inscription  by 
the  author  Rebecca  Harrison,  the  niece  of  Mrs. 
Cannon,  who  is  depicted  on  page  eight  of  the 
book  feeding  hens,  and  a  cousin  of  Ralph  and 
Betsey,  to  whom  the  book  is  dedicated.  First 
editions  of  G.  A.  Henty  commanded  prices  of 
£8  to  £24  ($i9.20-$57.6o). 

On  the  same  day,  the  Swiss  National  Museum 
paid  £10,000  ($24,000)  at  Sotheby's  for  a  rare 
and  important  pair  of  Swiss  seven-shot  flintlock 


pepperbox  revolvers,  made  by  Maret.  A  pair  of 
Spanish  Madrid-lock  holster  pistols  signed 
Nicolas  Bis  went  to  Bedford  for  £5,800  ($13,920) 
and  Lord  bought  a  fine  Colt  model  i860  army 
percussion  cap  revolver  for  £1,950  ($4,680).  A 
good  pair  of  double-barrelled  twelve-bore  side- 
lock  ejector  sporting  guns  went  to  Grange  Guns 
for  £1,650  ($3,960). 

In  a  sale  of  Russian  and  Greek  icons  at 
Sotheby's  which  totalled  £59,617  ($143,080.80). 
Brown  paid  £4,200  ($10,080)  for  a  Novgorod 
school  fifteenth-century  icon  of  St.  Catherine; 
Milhalaris  paid  £1,500  ($3,600)  for  a  Moscow 
school  sixteenth-century  icon  of  Christ  Panto- 
crator.  A  Strogonov  school  seventeenth-century 
triptych  with  the  central  icon  missing  went  for 
£1,450  ($3,480). 

At  Christie's  on  February  20,  a  miniature  by 
Samuel  Cooper  of  Charles  II  was  sold  for 
£11,025  ($26,460)  to  a  private  foreign  buyer.  It 
was  a  record  price  for  a  Cooper  miniature,  the 
previous  highest  price  being  2,000  gns.  paid  at 
Christie's  in  1961  for  a  miniature  of  the  Duke  of 
Lauderdale,  now  in  the  National  Portrait 
Gallery,  London.  The  Charles  II  miniature  is 
3^  inches  high  and  is  signed  and  dated  1661. 
Traditionally  Charles  II  is  said  to  have  given  the 
miniature  to  Nell  Gwynne  (a  rather  too  inevit- 
able legend) ;  of  her  too  there  was  a  miniature  in 
the  sale,  by  Susan  Penelope  Rosse  (1653-1709,  a 
daughter  of  Richard  Gibson).  It  fetched  £2,415 
($5,796).  A  large  enamel  of  Bacchus  and  Ariadne, 
by  Henry  Bone  after  Titian,  reached  £5,250 


($12,600).  It  was  executed  in  1808  and  sold  by  the 
artist  to  Mr.  G.  Bowles  for  2,200  gns.  -  so  this  is 
one  of  the  rare  examples  in  the  saleroom  today 
of  an  object  whose  value  has  not  increased  un- 
conscionably over  a  century  and  a  half.  The 
February  20  piece  was  a  record  for  a  work  by 
Bone.  In  the  same  sale,  a  collection  of  Stuart 
relics  was  sold  for  £17,350  ($41,640).  The 
oddest  item  was  a  pendant  set  with  a  peach  stone 
carved  on  one  side  with  a  portrait  of  Charles  I 
and  on  the  other  with  a  badge  of  the  Order  of  the 
Garter.  It  went  to  a  private  buyer  for  £3,570 
($8,568).  It  is  thought  to  be  the  handiwork  of 
Nicholas  Briot  who  was  first  an  engraver  at  the 
Paris  Mint  and  later  came  to  the  Tower  mint  in 
London.  A  John  Smart  miniature  of  Mrs. 
Gomondc  was  sold  for  £2,730  ($6,552). 

In  an  Amsterdam  sale,  a  nineteenth-century 
winter  landscape  by  Andreas  Schclfhout  sold  tor 
360,000  guilders  (£50,000  or  $120,000),  a  world 
record  for  any  Dutch  painting  of  that  period. 
The  auctioneer  at  Mak  van  Waay  commented  to 
The  Times  that  it  was  only  three  years  since  they 
had  sold  a  good  Ruysdael  for  350,000  guilders: 
nineteenth-century  paintings  now  fetch 
seventeenth-century  prices. 

On  February  26,  in  a  sale  of  lat  Chinese 
ceramics  and  works  of  art  at  Christie  !,  a  pair  of 
small /amiV/e  rose  bowls  (five  inches  in  diameter, 
brought  £5,250  ($12,600).  They  are  delicately 
painted  with  flowers  and  insects  in  restrained 
Chinese  taste.  A  pair  of  eggshell  saucer  dishes 
painted  with  doves  in  flowery  landscapes  brought 
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3.  Large  pair  of  painted  biscuit  figures  of  girls, 

K'ang  Hsi  period  (1662-1722). 

£35,000  ($84,000).  Sotheby's,  February  27. 


4.  William  Koekkoek,  townscape; 

31^- inches  X  47^  inches. 

£30,000  ($72,000).  Sotheby's,  February  28. 


5.  Pair  ot  gold-mounted  Indian  flintlock  pistols 
almost  certainly  made  for  Tipu  Sultan. 

£2,3 10  ($5,544).  Christie's,  March  8. 

6.  Victorian  fairing,  Revue. 
£787.50  ($1,890).  Christie's,  March  12. 


Dutch  nineteenth-century  paintings  soar  in  price.  Tipu  sultan's  pistols  at  ^2,3 10. 


£l,99S  ($4,788).  They  bear  the  Yung  Cheng  blue 
enamel  four-character  mark,  used  on  imitations 
of  a  later  period.  On  February  27  at  Sotheby's,  a 
Chinese  tobacco-leaf  pattern  dinner  service  of 
famille  rose  decoration  was  sold  for  £75,000 
($180,000).  It  contains  102  pieces.  A  second 
portion  of  the  service,  including  91  pieces  with 
some  of  the  plates  imperfect,  made  £23,000 
($55,200).  A  large  pair  of  painted  biscuit  figures  of 
girls  dating  from  the  K'ang  Hsi  period  (1662- 
1722)  made  £35,000  ($84,000).  roughly  double 
the  prc-sale  estimate.  A  pair  of  biscuit  figures  of 
Asil  game  cocks,  also  K'ang  Hsi,  made  £22,000 
($52,800).  A  rare  Compagnie  des  Indes  goose 
tureen  and  cover  made  £17,000  ($40,800)  - 
compared  with  £6,900  ($16,560)  paid  for  a 
similar  goose  tureen,  perhaps  of  slightly  less  fine 
quality,  a  year  b< ,  ore.  The  Princcsshof  Museum, 
Lecuwardcn,  gave  £3,100  ($7,440)  for  an 
eighteenth-century  Chinese  vase  painted  in 
Holland  with  Jason  giving  a  sleeping-draught  to 
the  dragon. 

In  a  book  sale  at  Sotheby's  on  the  same  day,  an 
unpublished  letter  from  Lenin  to  the  Petrograd 
Committee  of  the  Bolshevik  Party,  thought  to 
have  been  sent  from  Switzerland  in  late  Septem- 
ber, 191 5,  made  £4,200  ($10,080). 

There  were  more  high  prices  for  nineteenth- 
century  Dutch  paintings  at  Sotheby's  on  Febru- 
ary 28:  a  colourful  townscape  by  William 
Koekkoek,  31^  inches  X  47 J  inches,  brought 
£30,000  ($72,000);  this  beat  the  record  figure  of 
£23,000  ($55,200)  paid  for  a  similar  painting  by 
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the  artist  in  December.  A  second  townscape,  by 
Cornelis  Springer,  dated  1879,  37  inches  X  55-^ 
inches,  made  £24,000  ($57,600),  also  a  record  for 
the  artist.  A  third  record  was  £18,000  ($43,200) 
for  a  Dutch  winter  landscape  by  Charles  Leickert, 
dated  1888,  31-^  inches  X  47-^  inches.  In  a  sale  of 
drawings  at  Sotheby's  on  March  1,  a  pencil  study 
of  a  tree  by  Caspar  David  Friedrich  reached  £500 
($1,200). 

In  a  pottery  sale  at  Christie's  on  March  5, 
English  delft  fetched  high  prices.  A  William 
in  portrait  blue-dash  charger  made  £630 
($1,512),  a  late  Adam  and  Eve  charger  £294 
($705.60)  and  a  tulip  charger  £210  ($504).  A 
second  Adam  and  Eve  charger,  in  good  condition 
reached  £367.50  ($882.00).  One  is  reminded  of 
the  poem  'Blue-Dash  Charger'  by  Anthony 
Thwaite  (a  recent  contributor  to  The  Connoisseur 
on  the  subject  of  Bellarmine  jugs) : 

Adam  and  Eve  on  a  dish : 
1680  or  so :  Bristol-made. 
It  hangs  in  the  kitchen,  a  thing 
We  prize  for  its  strangeness,  age, 
And  maybe  because  it's  rare. 
It  cost  me  a  week's  work. 

With  simple  inherited  skill, 
No  finesse  but  a  crude  delight, 
Whoever  painted  its face 
In  green,  yellow,  blue  and  brown 
Knew  what  the  job  in  hand  was. 
He  had  a  surface  to  fill. 


Adam,  in  curly  brown  wig, 

Round-bellied,  long-buttocked,  holds  out 

One  hand:  the  other  is  raised 

Perhaps  in  doubt,  or  perhaps 

Simply  to  balance  the  stance 

Of  the  woman  who  shares  the  design  - 

Eve,  breasts  scooped  by  the  brush, 
Who  stands  with  her  long  coarse  hair 
Swathed  round  such  innocent  parts 
As  the  craftsman  wished  to  suggest. 
An  apple  in  either  hand, 
Like  a  doll  she  waits  with  him  there  

In  the  same  sale,  the  highest  price  was  £1,995 
($4,788)  for  a  pair  of  Staffordshire  figures 
depicting  the  boxers  Tom  Cribb  and  Tom 
Molyneux,  who  faced  each  other  in  a  memorable 
bout  in  1 810,  watched  by  20,000  people.  A 
similar  piece  was  sold  at  Christie's  in  1970  for 

£735  ($1,764)- 

A  small  Turner  watercolour  of  Devonport, 
c.  181 5,  was  sold  at  Christie's  on  March  6  for 
£15,225  ($35,540).  It  measures  only  six  inches  X 
9^  inches.  A  view  of  Paestum  by  John  Robert 
Cozens  was  bid  up  to  £7,875  ($18,900).  It  was 
one  of  a  set  of  four  drawings  of  Paestum  execu- 
ted by  Cozens  for  William  Beckford,  with 
whom  he  travelled  round  Italy  in  1782. 

At  Christie's  on  March  8,  a  pair  of  gold- 
mounted  Indian  flintlock  pistols  almost 
certainly  made  for  Tipu,  the  tiger-mad  sultan 
of  Mysore,  fetched  £2,310  ($5,544).  The  Victoria 


7.  Bowl  decorated  with  chrysanthemum  pattern, 
late  fourteenth  century. 

£85,000  ($206,000).  Sotheby's,  March  13. 

8.  Dante  Gabriel  Rosetti.  Joan  of  Arc,  1864. 
£6,825  ($16,380).  Christie's  March  13. 


Highest  price  for  a  fairing. 

and  Albert  Museum  has  an  organ  made  for  Tipu 
in  the  form  of  a  tiger  mauling  a  British  officer. 
The  pistols  are  inlaid  with  '.heetahs  pursuing 
antelopes,  the  muzzles  and  locks  decorated  with 
tiger  stripes  and  the  cocks  formed  as  tiger  heads. 
Tipu  died  on  the  battlements  of  Seringapatam 
when  the  fortress  fell  to  the  English  in  1799.  The 
English  army  looted  Tipu's  treasures  -  these  also 
included  a  gem-encrusted  tiger's  head  (probably 
the  handrest  of  a  throne),  sold  by  Christie's  on 
March  19  for  £14,700  ($35,280).  Like  the  pistols, 
the  tiger's  head  had  been  looted  by  Surgeon- 
Major  Pulteney  Mcin  and  had  remained  in  his 
family  ever  since. 

Outstanding  prices  were  paid  for  Kashan 
carpets  at  Christie's  on  March  8.  A  Kashan  silk 
rug  with  trees,  birds,  monkeys  and  other  animals 
on  a  golden  field  made  £2,835  ($6,804).  It 
measures  seven  foot  eight  inches  x  four  foot 
five  inches.  An  embossed  Kashan  silk  rug,  with  a 
blue  medallion  surrounded  by  flower  tendrils 
within  a  pink  border  (six  foot  eight  inches  X 
four  foot  five  inches)  made  £2,940  ($7,056).  A 
Turcoman  namazlik  with  a  rich  red  field,  six 
foot  X  four  foot  three  inches,  brought  a  top 
auction  price  for  this  kind  of  rug  at  £i,99n 
($4,788). 

Christie's  launched  their  Victorian  week  on 
March  12  by  selling  a  fairing  for  the  world 
record  price  of  £787.50  ($1,890.00).  The  group 
was  entitled  'Revue'  and  shows  two  men  admir- 
ing a  woman  in  the  water  and  one  standing  in  a 
bathing  dress.  The  sale  included  15  fairings 


9.  Walter  Sickert.  U Affaire  de  Camden  Town, 
1909. 

£14,000 ($33,600).  Sotheby's,  March  14. 

10.  Henry  Moore  Rocking  Chair  No.  1,  1950. 
£28,500  ($68,400;.  Sotheby's,  March  14. 


11.  Yasuo  Kuniyoshi.  Little  Joe  with  Cow,  1923. 
$220,000  (£91,700). 

Sotheby  Parkc-Bemct,  March  14. 

12.  Georgia  O'Kccfe.  Poppies,  1950. 
$120,000  (£50,000). 

Sotheby  Parke  Bernct,  March  14. 


Record  for  an  American  painting. 


priced  at  £400  or  more. 

At  Sotheby's  on  March  13  the  Japanese  bought 
111  out  of  379  lots  in  a  sale  of  oriental  ceramics; 
at  Christie's  they  secured  106  out  of  210  lots  in 
the  Raymond  Johncs  collection  of  Japanese 
works  of  art.  The  top  price  at  Sotheby's  was 
£85,000  ($204,000)  for  a  delicate  bowl,  8j 
inches  in  diameter,  decorated  with  a  scrolling 
chrysanthemum  pattern  and  a  single  peony 
spray  in  a  central  medallion.  The  whole  design  is 
executed  in  underglazc  red.  It  dates  from  the  late 
fourteenth  century.  A  Korean  bottle  reached  ten 
times  the  pre-sale  estimate  at  £40,000  ($96,000). 
The  sides  of  the  globular  body  of  blue-green 
celadon  glaze  are  decorated  with  three  peony 
sprays  again  using  underglazc  red.  It  dates  from 
the  Koryu  dynasty  of  the  twelfth  or  thirteenth 
century,  and  was  clearly  excavated.  A  record 
price  for  any  piece  of  sixteenth-century  blue  and 
white  porcelain  was  secured  with  a  Ming 
double-gourd  vase  at  £31,000  ($74,400).  The 
lower  'bulb'  is  a  cube  decorated  in  rich  blue  with 
Taoist  Immortals  in  a  landscape;  the  top  bulb  is 
painted  with  dragons  and  flowers,  The  sale  of 
Japanese  works  of  art  at  Christie's  included  a 
large  and  handsome  lacquer  chest  of  arrows, 
decorated  with  the  Imperial  Kirimon,  at  £2,940 
($7,056).  In  a  sale  at  Christie's  on  the  same  day,  a 
watercolour  of  1864  by  Rossetti,_/oan  of  Arc,  her 
sword  raised,  made  £6,825  ($16,380). 

A  sale  of  modern  British  paintings  realised 
£212,475  ($509.94o)  at  Sotheby's  on  March  14, 
a  record  for  any  such  sale.  Sickert's  V Affaire  de 


Camden  Town  (1909)  brought  £14,000  ($33,600), 
an  auction  record  for  his  work.  A  black  chalk 
study  for  the  work  made  £1,200  ($2,880).  The 
painting  had  previously  belonged  to  Paul  Signac, 
who  bought  it  in  1909  in  Paris  for  80  francs;  and 
it  was  sent  for  sale  by  Fred  Uhlman.  A  Henry 
Moore  bronze,  'Rocking  Chair  No.  1'  of  1950 
made  £28,500  ($68,400).  Only  six  examples  of 
this  bronze  were  cast.  An  auction  record  for  a 
painting  by  Robert  Bcvan  was  established  when 
one  of  his  horse  paintings  fetched  £12,000 
($28,800). 

On  March  14  a  new  record  auction  price  for 
any  American  artist  was  set  up  at  Sotheby's 
Parke  Bernet  in  New  York  when  Little  Joe  with 
Cow  by  Yasuo  Kuniyoshi  made  $220,000 
(£91,700).  It  dates  from  1923.  Kuniyoshi,  a 
Japanese  artist  who  settled  in  America,  is  claimed 
by  the  Americans  for  their  national  school.  Again 
the  buyer  was  a  Japanese  dealer. 

Georgia  O'Kccfe  ousted  Roy  Lichtcnstein  as 
holder  of  the  auction  record  for  any  living 
American  artist:  her  Poppies  of  1950  made 
$120,000  (£50,000). 


BEVIS  HlLlIER 
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Ruskin  in  Italy 

Letters  to  His  Parents,  1845: 
Edited  by  H.  I.  Sltapiro. 

263  pages,  9  plates,  numerous  line  drawings. 
London :  clarendon  press/ 

OXFORD  UNIVERSITYPRESS. 

£6.00. 

John  Ruskin  first  went  abroad  with  his  parents  in 
1825,  when  he  was  six  years  old.  This  was  just  a 
brief  visit  to  Paris.  1833,  1835,  1840/1,  1842  and 
1844  all  saw  much  longer  continental  tours  being 
made  by  the  Ruskin  family.  For  John  Ruskin  the 
tours  were  by  no  means  mere  sight-seeing  holi- 
days. He  was  constantly  inquiring,  observing, 
drawing  and  noting,  and  the  things  he  saw  were 
to  provide  him  with  much  of  the  material  for  his 
books.  For  example  out  of  the  1 8  3  5  tour,  and  later 
British  tours,  grew  The  Poetry  of  Architecture.  The 
first  volume  of  Modern  Painters  was  published  in 
the  spring  of  1843;  by  early  November  of  the 
same  year  Ruskin  was  hard  at  work  on  the  second 
volume. 

In  order  to  collect  examples  of  scenery  and  to 
study  Italian  art  for  Modern  Painters  II,  Ruskin 
journeyed  through  France  and  Italy  in  1845.  But 
this  was  a  tour  with  a  difference.  At  the  age  of  26 
he  was  going  to  set  out  alone  -  or  at  least  without 
his  parents. 

On  2  April,  1845,  he  left  London  with  his  valet 
'George'  on  a  tour  which  would  take  them  to 
Geneva  (where  they  were  joined  by  the  guide 
Couttet),  Grenoble,  Nice,  Genoa,  Lucca,  Pisa, 
Florence,  Milan,  Macugnaga,  Faido,  Bellinzona, 
l3avcno(whcrcJ.  D.Harding  joined  theparty)  and 
Venice.  The  busy  journey  to  Venice,  with  its  at- 
tendant travelling  hazards  of  breaking  carriages 
and  bribing  officials,  took  five  months.  Ruskin 
stayed  in  Venice  for  five  weeks  before  beginning 
the  return  journey  by  way  of  Padua,  Milan,  Bav- 
eno,  Martigny,  Vcvay  and  Paris,  finally  arriving 
home  on  6  November. 

The  tour  was  perhaps  one  of  the  most  import- 
ant of  Ruskin's  lift  for  during  the  course  of  it  he 
made  several  discoveries  of  lasting  importance  to 
him.  'It  is  marvellous  lucky  I  came  here  or  I  might 
have  disgraced  myself  for  ever  by  speaking  slight- 
ly of  Tintorct.  I  look  upon  him  now,  though  as  a 
less  perfect  painter,  yet  as  a  far  greater  man  than 
Titian'.  And  the  next  day  -  'I  never  was  so  utterly 
(  rushed  to  tin  earth  before  any  human  intellect  as 
I  was  today  before  Tintorct.  Just  be  so  good  as  to 
take  my  list  of  painters  and  put  him  in  the  school 
of  Art  at  the  top,  top,  top  of  everything,  with  a 
great  big  black  line  underneath  him  to  stop  him 
off  from  everybody'.  (Two  months  earlier  Tin- 
toretto had  been  No.  7  in  Class  III  of  Ruskin's  list 
of  painters!)  But  more  than  this,  Ruskin's  lasting 
appreciation  of  Italian  religious  painting  and 


Italian  Romanesque  and  Gothic  architecture  stems 
from  this  tour  of  1845. 

Ruskin  was  appalled  at  the  wave  of  restoration 
which  was  spreading  across  Europe;  the  scurrilous 
Italians  were  no  exception,  particularly  in  Venice 
-  'every  hour  is  destruction  of  what  I  most  value, 
and  I  must  do  what  I  can  to  save  a  little'.  For  ex- 
ample, his  detailed  drawing  of  the  Ca'  d'Oro  re- 
cords the  untouched  part  of  the  building  but 
completely  omits  the  half  already  restored.  And 
much  more  was  recorded  by  the  purchase  and 
commissioning  of  daguerreotypes  (at  this  stage 
Ruskin  probably  did  not  have  his  own  apparatus). 

Ruskin  clearly  despised  the  Italians  for  their 
ways  and  is  constantly  using  the  term  'speaking 
Italian'  to  mean  that  he  had  been  bribing  officials 
to  allow  him  into  buildings  or  to  see  pictures.  The 
Italians,  he  found,  spoke  to  foreigners  with  a 
'sneaking,  scoundrelly  obsequiousness  which 
would  cut  his  throat  if  it  could'.  His  relief  at  being 
back  in  France  on  the  return  journey  is  very  evi- 
dent. There,  even  the  horses  were  indulged  and 
docile,  only  kicking  to  express  delight. 

The  tour  of  1845  has  been  previously  inade- 
quately documented  in  print.  Dr.  Shapiro  has  now 
rectified  this  important  omission  and  in  doing  so 
has  revealed  many  more  of  Ruskin's  autobiogra- 
phical inexactitudes !  Ruskin  is  perhaps  at  his  most 
readable  in  his  letters  and  particularly  in  the  letters 
to  his  father.  This  series  of  158  now  at  Yale  is 
packed  with  interest,  enthusiasm  and  vitality,  and 
go  together,  with  their  painstaking  editing,  to 
form  a  fascinating  book  of  travel  and  a  notable 
addition  to  the  Ruskin  canon. 

J.  S.  DEARDEN. 


Politics  and  Script 

Aspects  of  authority  and  freedom  in  the 
development  of  Graeco-Latin  script  from  the 
sixth  century  B.C.  to  the  twentieth  century  A.D. 

The  Lyell  Lectures  1957:  By  Stanley  Morison. 
Edited  and  completed  by  Nicholas  Barker.  361  pages, 
187  illustrations. 
London:  clarendon  press/ 

OXFORD  UNIVERSITY  PRESS. 
£6-00. 

This  book  consists  of  the  Lyell  Lectures  in 
Bibliography  given  by  Stanley  Morison  at 
Oxford  in  1957.  Subsequent  extensive  reworking 
and  elaboration  help  explain  the  long  interval 
between  delivery  and  publication,  though  the 
delay  becomes  irrelevant  and  indeed  the  year  of 
delivery  incidental  when  it  is  appreciated  that  we 
have  here  the  fruits  of  a  lifetime's  interest  and 
work. 

The  main  thesis  of  the  book  is  the  suggestion 
of  a  number  of  instances  of  the  likely  inter-action 


of  authority,  of  some  socio-political  type,  with 
the  development  of  the  Graeco-Latin  script  that 
is  today  still  the  basic  script  used  by  the  Western 
World.  This  script  is  in  a  way  so  much  part  of  us 
that  we  are  not  very  conscious  of  it;  even  when 
we  are  vaguely  so,  we  probably  do  not  realise  the 
sort  of  factors  that  probably  made  it  formally 
how  it  is. 

Serifing,  for  instance,  has  long  been  incor- 
porated into  our  literal  tradition  without  today 
specific  political  ramification;  yet  it  appears  to 
have  gained  this  status  irrespective  of  its  early  use, 
subsequently  much  imitated,  as  a  decorative 
adjunct  by  a  'decadent'  imperialist  regime  in  the 
Hellenistic  Age  to  give  authority  to  its  decrees. 
Sans-serif  lettering,  to  take  another  interesting 
case,  used  to  day  in  some  profusion,  particularly 
to  give  a  'modern'  impression,  in  fact  is  not 
modern  at  all.  It  predates  serifing,  would  have 
been  the  'classical'  norm  in  the  archetypal  age  of 
classicism  (i.e.  Periclean  Athens),  and  its  revival 
(rather  than  invention)  stems  from  eighteenth 
century  archaeological  enthusiasm. 

Much  of  the  book  is  concerned  with  the  letter- 
ing, written  or  inscribed,  of  antiquity  and  the 
middle  ages,  and  justifiably  so.  Not  only  are  most 
of  the  original  variations  in  our  literal  tradition 
of  those  times,  but  the  most  specific  instances  of 
the  likely  influence  of  authority  on  this  tradition 
can  be  seen  then.  The  changes  in  the  nature  of 
socio-political  authority  at  about  the  time  of  the 
Renaissance,  the  change  shortly  afterwards  in  the 
context  of  lettering  connected  with  the  develop- 
ment of  printing  (with  the  consequent  relative 
mass-production  inducing  greater  standard- 
isation) plus  the  related  solidifying  of  the  process 
of  interaction  of  revivalism  and  innovation  (as 
compared  to  what  went  on  in,  say,  the  eighth 
or  twelfth  centuries)  brought  a  change  in  the 
subsequent  life  of  lettering,  fixing  and  denning 
the  tradition  in  which  we  still  largely  operate. 

The  concentration  on  these  earlier  eras,  while 
necessary  for  the  defmition  of  the  thesis,  does 
explain,  though,  the  necessarily  suggestive 
quality  of  its  exposition,  in  that  the  somewhat 
haphazard  evidence  from  these  eras  cannot  be 
conclusive.  But  the  author's  scholarship  and 
personal  authority  can  be  said  to  make  good 
this  inescapable  shortfall,  and  it  is  particularly 
valuable  to  have  now  this  great  life-work  of 
Morison's  in  view  of  the  recent  meretricious 
abandonment  of  another. 

It  might  be  cavalier  to  complain  about  mis- 
prints when  they  seem  so  inevitable  these  days; 
perhaps  it  is  the  Morisonian  context  that  makes 
them  jar  more  than  usual.  Most  are  trivial,  but 
a  couple  of  captions  are  clearly  wrong  and  there 
are  one  or  two  syntactical  errors.  Has  the  editor 
been  too  punctilious  or  just  not  quite  careful 
enough? 

BENEDICT  READ. 
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Survey  of  London 

Volume  xxxvii-Northcrn  Kensington. 

General  Editor :  F.H.  W.  Slieppard. 
4 '  5  pages  text.  1 12  plates, 
93  line  drawings  and  details. 
London:  the  athlone  press, 
University  of  London  for 
the  Greater  London  Council. 
£14.00. 

This  is  the  first  of  three  volumes  to  be  devoted  to 
Kensington.  It  covers  the  area  to  the  north  of  Ken- 
sington High  Street  and  includes  those  parts  more 
particularly  known  as  Holland  Park,  Notting  Hill 
and  Kensal  Green,  thereby  embracing  extremes  of 
grandeur  and  squalor.  Its  publication  comes  at  a 
time  of  pressure  on  the  established  visual  charac- 
ter, as  the  fate  of  the  Gaumont  Cinema  at  Notting 
Hill  Gate  will  testify. 

Until  quite  recently  little  rebuilding  had  been 
carried  out  2nd  the  district  remained  predomin- 
antly as  developed  in  the  nineteenth  century.  A 
large  number  of  the  original  buildings  exist  but 
what  is  referred  to  as  'upward  social  transforma- 
tion', in  conjunction  with  some  redevelopment, 
has  reduced  the  architectural  impact. 

Whereas  at  the  time  of  Queen  Victoria's  birth 
there  were  villages  around  St.  Mary  Abbots  and 
Notting  Hill  Gate,  then  known  as  the  Gravel  Pit, 
almost  the  entire  area  had  been  built  upon  by  the 


end  of  her  reign.  Property  speculators  were  opti- 
mistic of  the  advantages  to  be  taken  of  the  housing 
pressures  on  the  metropolis  and  were  prepared  to 
risk  a  great  deal  for  returns  that  would  now  be 
considered  ludicrous.  A  number  became  bankrupt 
in  the  attempt. 

In  spite  of,  or  perhaps  because  of,  the  spccula- 
tiveness  of  these  developments,  as  much  attention 
was  paid  to  the  finer  details  of  each  building  as  to 
the  general  layout  of  the  estates.  The  squares  and 
terraces  which  abounded,  maximising  the  use  that 
could  be  made  of  the  land,  were  well  suited  to  the 
classical  treatment  that  humoured  the  conserva- 
tive tastes  of  prospective  tenants.  It  was  not  just 
the  initial  impression  which  was  considered  to  be 
of  importance  however.  The  maintenance  of  the 
exteriors  of  the  buildings  in  their  original  form 
was  considered  necessary  to  protect  rental  levels 
and  to  ensure  this,  amongst  other  things,  stringent 
estate  management  policies  were  introduced.  The 
subsequent  disappearance  of  this  form  of  control 
as  individual  properties  have  been  released  by 
landlords,  encouraged  by  recent  statutes,  spot- 
lights a  gap  in  our  seemingly  comprehensive  town 
planning  legislation.  Owners  have  been  able  to  re- 
move architectural  features  and  paint  in  a  multi- 
tude of  colours,  both  of  which  destroy  the  unity 
of  a  terrace  and  affect  urban  scenery  as  convinc- 
ingly as  rebuilding. 

It  is  the  approach  taken  in  the  Survey  in  describ- 
ing the  area  that  illustrates  these  points  so  vividly. 


Northern  Kensington  is  broken  into  the  compara- 
tively few  estates  which  constituted  the  area 
during  the  nineteenth  century  and  the  develop- 
ment of  each  is  described  in  its  historical  sequence. 
The  growth  of  each  estate  is  considered  from  its 
beginning  up  to  1972,  but  it  is  the  Victorians' 
property  deals  that  take  pride  of  place.  The  per- 
sonalities involved,  the  intricacies  of  building 
agreements,  the  methods  of  raising  finance  and 
the  problems  of  finding  tenants  are  related  with 
the  enthusiasm  of  a  property  developers'  gossip 
columnist.  The  amount  of  detail  is  exhausting. 
Precise  architectural  descriptions  are  given  of  al- 
most every  building,  with  the  exception  of  Ken- 
sington Palace  and  Holland  House,  including 
major  alterations  carried  out  to  the  more  elaborate 
houses  by  successive  generations  of  wealthy  own- 
ers. Even  the  names  and  occupations  of  some  of 
the  tenants  are  recorded. 

The  text  is  supported  by  numerous  photo- 
graphs, which  merely  whet  the  appetite  for  more, 
and  all  too  few  line  drawings.  The  latter  show  the 
care  taken  over  details  of  plasterwork,  wrought 
iron  railings  and  even  boot-scrapers.  In  addition 
to  this  the  editorial  technicalities  ar  not  to  be 
faulted.  It  is  however  the  effect  tha  the  Survey 
has  that  is  important.  Its  attention  t<  detail  allied 
to  its  straightforward  approach  stimulate  Betjcman 
inquisitiveness  and  a  greater  appreciation  of  the 
area  as  it  exists  today. 

STUART  CORBYN. 
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Gericault's  Raft  of  the  Medusa 

By  Lorenz  Eitner. 

176  pages  and  1 5S  illustrations. 

London:  phaidon  press. 

£900 

There  are  many  problems  involved  in  writing  a 
monograph  around  a  single  work  of  art.  It  is  easy 
to  allow  one  area  of  discussion  to  assume  a  false 
prominence  over  other,  equally  important,  fact- 
ors; thereby  producing  an  unbalanced  text. 
Furthermore,  the  subject  of  such  a  monograph 
must  be  able  to  stand  the  resultant  depth  of  treat- 
ment. Gericault's  painting  stands  the  nicest  inspec- 
tion, and  Professor  Eitner  has  written  a  superb 
book.  His  text  is  arranged  with  exemplary  logic. 
Three  introductory  chapters  explain  the  artistic 
and  political  situation  in  18 19,  the  story  of  the 
Shipwreck  and  Gericault's  biography  and  artistic 
development.  There  follows  a  very  detailed  dis- 
cussion of  the  conception  and  painting  of  the  Raft 
itself.  The  contemporary  critical  reaction  is  analy- 
sed, and  the  text  ends  with  a  brief  account  of  the 
rest  of  Gericault's  life.  The  other  half  of  the  book 
consists  of  a  catalogue  and  plates,  spoiled  by  the 
careless  proof-reading  which  refers  Plate  94  to 
Catalogue  No.  94,  which  in  turn  is  said  to  be 
illustrated  by  Plate  93. 

This  is  the  first  important  work  on  Gericault  to 
appear  in  English.  Because  the  faultlessly-written 
text  is  loaded  with  fact  and  interpretation  of  that 
fact;  it  is  possible  to  deal  only  with  broad  aspects 
of  it  in  a  short  review.  Perhaps  the  most  import- 
ant feature  is  the  way  the  Subject  of  the  Raft  is  dis- 
cussed, and  its  nature  seen  as  inevitable  at  the  date 
it  was  painted.  It  is  quickly  made  clear  that  the 
restored  Monarchy  was  keen  to  be  seen  to  encour- 
age Art.  The  Salon  of  18 19  contained  over  100 
huge  historical  and  religious  commissions,  but, 
Professor  Eitner  makes  it  plain  that  this  did  not 
mean  that  Art  was  flourishing.  The  Davidians 
were  played  out,  and,  most  important  of  all,  the 
collapse  of  the  Empire  had  'affected  the  status, 
even  the  possibility  of  monumental  realist  paint- 
ing in  France'.  The  Raft  was  the  one  work  in  a 
Napoleonic  tradition  to  appear  at  that  Salon.  Al- 
though the  subject  was  inspired  by  what  had  been 
a  political  scandal,  Professor  Eitner  contends  that 
this  was  not  a  political  painting;  indeed,  in  view 
of  its  style  and  conception,  it  is  hard  to  see  how  it 
could  have  been.  Rather,  it  is  a  statement  on  the 
theme  of  Man  versus  Nature,  and  reality  being 
feeling  and  suffering  only.  He  notes  that  it  con- 
tains 'many  echoes  but  no  outright  copies'  of 
other  paintings,  and  by  recognising  reminiscen- 
ces of,  for  example,  Ruben's  Little  Last  Judgement 
in  the  composition,  illustrates  the  subtlety  of  the 
meanings  contained  within  the  painting.  He  ob- 
serves that '.  .  .  its  drama  contains  no  heroes  and 
00  message'.  There  is  no  moral  dimension.  The 
painting  is  a  Resurtection  without  God,  and  bears 
witness  to  the  vacuum  in  which  the  French  found 
themselves  after  Napoleon. 

Professor  Eitner  has  written  the  best  book  on 
French  painting  of  the  Romantic  age  to  have  ap- 
peared for  a  long  time.  It  is  to  be  hoped  that  he 
will  now  write  a  full  monograph  on  Gericault, 
because  he  shows  in  this  book  that  he  understands 
the  artist,  the  nature  of  his  art,  and  the  period  that 
he  was  painting  in,  better  than  anybody  else. 

MICHAEL  ROSENTHAL. 


Greek  Art 

By  Walter-Herwig  Schuchardt. 

The  Universal  History  of  Art  Series. 

190  pages,  147  illustrations  and  colour. 

London :  weidenfeld  and  nicolson.  £2.25. 

General  books  about  Greek  Art  are  notoriously 
difficult  to  write.  Professor  Schuchardt  has  made 
a  brave  attempt,  and  his  failure  is  to  be  attributed 
to  the  policy  of  the  publishers,  rather  than  to  any 
serious  fault  of  his  own.  The  attempt  to  deal  with 
more  material  than  the  space  allows,  results  in  a 
short,  virtually  unreadable,  text  and  a  great  many 
excellent  photographs.  Plates  seem  to  be  random- 
ly bunched  into  the  text,  so  that  there  is  sometimes 
a  large  gap  between  the  beginning  and  end  of  a 
sentence.  This  does  not  facilitate  concentration. 
Neither  does  the  distance  of  the  plates  from  their 
lengthy  captions,  which  seem  to  make  up  the  dis- 
connected sections  of  a  second  volume  in  their 
own  right.  However,  with  patience,  the  book  can 
be  mastered,  even  though  the  translation  from  the 
German  is  sometimes  distressingly  literal. 

Because  so  much  information  is  in  so  short  a 
space,  the  book  itself  is  not  immune  to  criticism. 
On  one  level,  it  is  silly  to  admit  the  Naples  Dory- 
phoros  to  be  a  better  copy  than  the  one  in  Berlin, 
and  to  illustrate  the  latter.  There  are  also  causes  for 
complaint  in  two  larger  areas.  One  is  straightfor- 
ward. Both  Hellenistic  sculpture,  and  Architec- 
ture in  general,  merit  insufficient  attention.  The 
second  is  that  no  argument  relating  to  Greek  Arts 
as  a  whole  is  developed;  and  no  connection  of 
those  developments  with  a  changing  political  sy- 
stem noted.  The  former  theme  can  be  seen,  (with 
sculpture  for  example)  as  a  concern  with  master- 
ing natural  appearance,  evolving  into  a  concern 
with  aesthetic  and  technical  problems  for  their 
own  sake.  The  latter  problem  bears  an  equally 
broad  analysis.  While  Classical  sculpture  in  Athens 
was  produced  for  a  state  that,  for  a  brief  moment, 
was  stable  in  all  senses ;  much  Hellenistic  sculpture 
was  made  for  individual  members  of  the  'middle 
class'  which  emerged  from  that  collapse  of  the 
Polis  accelerated  by  Alexander's  advent.  These  are 
simple  ideas,  but  the  introduction  of  something 
like  them  combined  with  less  effort  to  make  the 
book  'universal',  might  have  bestowed  some  liter- 
ary coherence  on  a  volume  which  sadly  lacks  it. 

MICHAEL  ROSENTHAL. 


Book  Production  Notes 

Victorian  Ornamental  Design 

By  Stuart  Durant. 

academy  editions,  London  £195, 
ST.  martin's  press,  New  York,  $4.95. 

An  A4  size  paperback  with  a  short  text,  biblio- 
graphy, and  82  pages  of  excellent  reproductions 
in  photo  litho,  of  which  a  few  are  in  two  colours, 
and  four  in  full  colour.  Many  of  the  illustrations 
are  unfamiliar  and  they  are  so  finely  printed  that 
the  pages  are  a  joy  to  look  at,  quite  apart  from 
their  historical  importance.  A  book  of  this  kind 
can,  of  course,  only  be  an  introduction  to  the 
subject,  which  is  vast:  prolific  designers  like 
Owen  Jones  and  John  Lcighton  are  each  repre- 
sented by  one  design  only,  Noel  Humphreys  by 
none:  but  George  Phillips's  little  known  Rudi- 
ments of  Curvilinear  Design,  1839,  is  deservedly 
given  8  marvellous  reproductions.  The  typo- 
graphy of  the  book  is  less  good  than  its  printing 
and  there  are  several  misprints  and  mis-spellings 
of  names.  Sizes  of  originals  are  not  stated. 

The  Illustrators  of  Alice 

Edited  by  Graham  Ovenden, 

with  an  Introduction  by  John  Davis. 

ACADEMY  EDITIONS,  London. 

A4  paperback  at  £1.95. 

It  is  a  fascinating  selection  of  illustrations  to  Lewis 
Carroll's  great  book  by  various  illustrators  in 
various  countries,  with  some  of  Tenniel's  own 
illustrations  running  as  a  thread  throughout  -  and 
emphasizing  Tenniel's  superiority.  One  feels  that 
only  two  illustrators  have  ever  produced  editions 
of  Alice  that  could  be  allowed  to  stand  on  the 
same  shelf  as  Tenniel:  Rackham  in  1907  (one  of 
whose  colour  plates,  enlarged  and  trimmed,  is  the 
frontispiece  of  the  present  work)  -  but  his  model 
for  Alice  herself  was  the  least  successful  of  his 
inventions,  she  looks  a  prig;  and  Ralph  Stcadman  1  1 
in  1967,  represented  very  inadequately  in  this 
book,  whose  drawings  are  of  real  power  and 
invention,  although  as  Mr.  Davis  points  out  in 
his  Introduction,  probably  appealing  more  to 
adults  than  children. 

The  Collector's  Book  of  Detective  Fiction 

By  Eric  Quayle. 

studio  vista,  London  £4.20. 

The  third  of  Eric  Quayle's  series  on  book  collec- 
tion, and  perhaps  the  best.  Like  the  others,  its 
illustrations  are  superb,  and  with  sixteen  colour 
plates  as  well  as  black  and  white  illustrations  on 
almost  every  page,  it  is"  extremely  good  value. 
The  outsides  of  detective  novels,  whether  in 
dramatic  pictorial  and  colourful  jackets,  or  in 
gold-lettered  cloth,  possibly  also  with  a  picture 
blocked  in  colour,  make  marvellous  illustrations, 
and  Mr.  Quayle  has  exploited  this  skilfully  from 
his  own  collection.  The  rest  of  his  illustrations 
consist  mainly  of  thrilling  scenes  from  the  stories 
themselves  as  originally  illustrated,  with  portraits 
of  authors,  manuscripts,  and  significant  biblio- 
graphic details.  The  illustrations  by  Sidney  Paget 
and  Stanley  L.  Wood  are  particularly  haunting. 

His  text  is  a  concise  history  of  the  detection 
of  crime  and  the  origin  and  development  of 
detective  fiction,  vividly  told  and  full  of  fascin- 
ating detail.  This  is  a  bedside  book  for  all  book 
lovers  as  well  as  for  connoisseurs  of  book  design. 
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CATALOGUE 
THE  LIBRARY 

OS  THE  LATE 

JOHN  DUKE  OF  ROXBURGHE, 

G.  AND  VV.  NICOr., 
■omnium  nmiuim,  rm-iiui ; 

SOLD  BY  AUCTION, 

AT  BISGRACSS  LATE  RESIDENCE  IN  sr.  MUSS'S  SQ1  VHE. 

0„  MONDAY,  iBih  May,  1812,  ami  itic  Forty-one 
following  Days,  Sunday*  cxccplcl,  ai  TwcUc  o'CWk, 

BY 

ROBERT  II.  EVANS, 

IOOKSELLEH,  PALL-MALL. 

Ilif  Hooks  dmj  Ue  viewnl  l;»ui  Dan  pmrfuu  tu  [be 
Sale. 

A.  li.  So  perm*  CM  bt  admitted  without  u  Lutu/o'ut. 


Roxburghe  Days  are  Here  Again 

In  1812,  as  is  very  well  known,  the  Roxburghe 
Club  was  founded  to  celebrate  the  sale  of  the 
Duke  of  Roxburghe's  library.  It  has  always  held  a 
balance  between  dukes  and  enthusiasts,  inheritors 
and  collectors.  In  the  words  of  one  of  the  latter, 
'Upon  Wednesday  the  17th  day  of  June,  "II 
Decamerone  di  Boccaccio"  was  to  be  sold,  and 
that  lot  being  considered  the  rarest  article  in  the 
whole  of  the  Duke's  library,  (although  no  one 
then  conjectured  it  would  produce  £2,260)  the 
Rev.  T.  F.  Dibdin,  who  therefore  justly  claims  the 
title  of  Founder  of  the  Club,  suggested,  sonic  few 
days  before  the  sale,  the  holding  a  convivial 
meeting  at  the  St.  Albans  Tavern  after  the  sale  of 
that  day'. 

So  the  finest  of  bibliophile  clubs  began  by 
celebration  of  sale  and  a  high  price.  The  Valdarfer 
Boccaccio  had  fetched  over  £2,000.  Thinking 
back  now  to  the  form  of  that  excitement,  nobody 
would  suggest  it  had  anything  to  do  with  invest- 
ment. Indeed,  when  the  book  next  changed 
hands  it  was  for  a  far  smaller  sum.  The  Marquis  of 
Blandford,  who  bought  it  in  1812,  was  surely  not 
endeavouring  to  increase  his  estate. 

Collecting  for  investment  is  too  tediously 
discussed  now,  the  sheer  delight  and  competition 
perilously  forgotten.  As  English  country  life  has 
perhaps  reached  the  watershed  between  accessi- 
bility and  ruin,  so  this  may  be  a  golden  age  of 
book  collecting,  with  books  and  prices  still  in 
touch,  half  way  'twixt  heaven  and  Charing  Cross. 
Both  poles  appear,  for  the  modern  French  book 
can  be  as  expensive  as  a  good  painting  and 
Riceyman  Steps  may  still  be  found.  Though 
morality  rests  with  the  poor  and  eager,  books 
have  joined  other  forms  of  treasure  and  deserve 
their  place  in  The  Connoisseur. 

'We  have  never  approved  of  the  formation  of 
the  Roxburghe  Club',  the  anonymous  author  of 
Roxburghe  Revels  wrote  in  1837,  'or  of  the 
exclusive  principle  on  which  it  was  established; 
the  realm  of  letters  is,  ought  to  be,  and  always  will 
be,  a  republic  -  an  oligarchy  is  not  only  odious, 
but  impossible  to  be  preserved'. 

It  only  means  he  was  no  bibliophile,  for  such 
people  know  that  book  collecting  has  little  to  do 
with  'the  realm  of  letters'.  Paper-backs  and 
libraries  can  look  after  that.  And  viewing  the 
century-and-a-half  since  1812.  the  retreat  from 
letters  becomes  conspicuous  -  from  letters  to  type 
and  the  shape  of  letters.  It  may  be  a  foolish 
retreat,  but  one  must  observe  it.  Though  Lord 
Spencer  may  not  have  wanted  to  read  the  classics 
in  each  fifteenth-century  edition  of  the  library  at 
Althorp  the  truth  is  he  could  have  read  or  read  in 
most  of  them.  As  the  education  of  an  English 
gentleman  drops  back,  so  a  furious  and  foolish 
knowledge  of  type  takes  its  place.  If  we  cannot 
read  the  Latin  of  Lactantius,  at  least  we  are 
informed  about  Subiaco  type  and  its  influence 
upon  the  Ashendene  Press.  If  an  early  printed 


Euclid  is  intellectually  beyond  us,  anyone  may 
declare  about  the  skill  of  woodcutting  and 
Ratdolt's  solution  of  the  problem  in  design. 

Though  technical  history  replaces  'the  realm  of 
letters',  book-collecting  is  still  split  easily  between 
the  textual  and  visual.  For  most  English  collectors 
incunabula  are  visual,  but  the  first  edition  of  a 
well-liked  author  keeps  its  power  to  move; 
either  by  the  survival  of  a  fine  copy,  as  that  is  how 
it  struck  the  world,  or  the  different  character  of 
one  which  was  used  and  marked.  The  'fine'  copy 
is  really  a  collector's  perversity,  at  some  distance 
from  the  realm  of  letters.  Early  Hebrew  books 
are  never  well-preserved,  because  their  owners 
had  a  habit  of  praying  with  them. 

In  this  visual  aspect  of  books  there  is  no  con- 
sistency or  wisdom.  Grolicr  bound  his  books,  we 
admire  his  bindings;  yet  we  may  seek  'original 
condition'  as  the  highest  treasure,  the  freak 
survival  in  sheets  unbound,  and  choose  to  pre- 
serve in  a  box  rather  than  bind  or  restore.  The 
change  marks  a  growth  of  reverence  or  humility. 
In  the  last  hundred  years,  salute  to  our  age  of 
shame  and  preservation,  and  vote  of  no-self- 
confidence. 

If  books  have  become  treasures  and  this  a 
golden  age  of  book-collecting,  the  editor  of  The 
Connoisseur  is  to  be  thanked  for  recognising  the 
new  state.  Old  libraries  exist,  their  owners  always 
welcome  visitors  with  tedious  recollections  of 
what  this  or  that  cost  when  they  picked  it  up  at 
Maggs  in  1930:  new  collections  will  be  formed, 
and  the  books  are  around.  Booksellers  are  not 
now  such  as  Rowlandson's  Vellum  who  caused 
such  anger  in  Dr.  Syntax: 

Without  one  single  ray  of  sense 
but  what  relates  to  pounds  and  pence. 

Enthusiasm  is  not  yet  devalued  to  the  level  of 
investment,  books  and  prices  preserve  some 
connection.  Roxburghe  days  are  here  again. 

Colin  Franklin 
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Liverani  Birthday  Fund 

John  Mallet  writes:  Admirers  of  Professor 
Giuseppe  Liverani,  the  genial  and  ebullient 
doyen  ot  Italian  ceramic  studies,  will  be  surprised 
to  hear  that  he  celebrates  his  seventieth  birthday 
this  year.  His  compatriots  plan  to  honour  him  at  a 
congress  in  Facnza  this  autumn. 

Liverani  was  one  of  the  earliest  collaborators 
with  the  late  Gactano  Ballardini,  founder  of  the 
Ceramic  Institute  and  the  International  Museum  of 
Ceramics  at  Faenza,  as  also  of  the  periodical 
Facnza.  Towards  the  end  of  the  last  war  when 
Liverani  was  held  at  a  prison-camp  by  the 
Germans,  he  received  a  tragically  short  message 
troin  Ballardini :  'Our  Museum  no  longer 
exists'.  The  bombs  of  the  Allies  had  reduced  the 
Museum  and  its  contents  to  rubble.  Helped  by 
Liverani  and  others,  and  encouraged  by  inter- 
national support  from  countries  so  lately  at  war 
one  with  another,  the  ageing  Ballardini  began 
rebuilding  both  the  Museum  and  its  ceramic 
collections.  On  Ballardini's  death  it  was  by  his 
wish  that  Liverani  succeeded  him. 

To  have  visited  the  Museo  Internazionalc  in 
recent  years  is  to  appreciate  the  progress  made 
under  Livcrani's  direction.  Nor  can  there  be  many 
interested  either  in  old  or  in  contemporary 
pottery  and  porcelain  who  have  not  profited  from 
Liverani's  editorship  of  Facnza,  and  his  own 
extensive  contributions  to  the  scholarship  of 
ceramics. 

To  express  appreciation  of  Livcrani's  work,  a 
committee  under  the  Presidency  of  the  Marchese 
Ginori-Lisci  is  launching  a  subscription  to  buy  an 
object  for  the  Museum  that  Liverani  directs. 
In  order  to  give  the  Professor,  it  is  hoped,  the 
maximum  pleasure,  the  spending  of  the  fund  is  to 
be  at  his  discretion.  Professor  Liverani's  work  has 
far  transcended  national  limits,  and  this  appeal 
deserves  a  truly  international  response. 

Headers  of  The  Connoisseur  arc  invited  to  send 
contributions  by  mail  payment  order  (this  can 
easily  be  arranged  through  any  bank)  before 
July  15  to:  II  Comitato  per  l'Onoranza  di 
I'rotcssorc  Liverani.  (Conto  no.  17419/00),  Cassa 
di  Risparmio  di  I  ircnzc,  Via  Bufalini  8,  50122 
Fircnzc,  Italy. 


International  Antiques  Fair 

London's  first  International  Antiques  Fair  was 
held  at  Earls  Court  in  the  spring.  Despite  a 
considerable  quantity  of  teething  problems  and 
organisational  difficulties,  it  attracted  a  number  of 
eminent  European  dealers  including  Dario 
Boccara,  Jacques  Pcrrin  and  Jacques  Kugel  from 
Paris,  Gallcria  Luigi  Bellini  from  Florence, 
Stefanovich  from  Brussels,  Galerie  Zumkeller 
from  Geneva,  and  Joseph  and  Earle  D.  Vandekar 
from  London.  A  second  International  Fair  is 
planned  in  London  for  June  1074. 
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Dahl  and  England 

The  Norwegian  landscape  painter  Johan  Christian 
Dahl  (1788-1857)  who  lived  at  Dresden  sold 
many  of  his  pictures  to  English  collectors.  His 
signature  is  usually  I.  Dahl  (I  and  D  joined).  For 
a  new  catalogue  of  Dahl's  work  information  is 
wanted  about  any  of  his  works  in  England.  Please 
write  to:  Per  Jonas  Nordhagen,  The  Institute  of 
Art  History,  University  of  Bergen,  N-5014 
Bergen,  Norway. 


Rare  Coptic  panel  from  an  exhibition  ot  Textiles 
and  Embroideries,  fifth  to  nineteenth  centuries,  at 
Franses  of  Piccadilly,  169  Piccadilly,  wi,  until 
28th  June.  The  exhibition  provides  an  unusual 
opportunity  for  comparing  Fatimid  and  Chimu 
as  well  as  Coptic  work.  There  are  also  some 
lovely  Bokhara  needleworks,  a  large  nineteenth- 
century  Indian  dari,  and  an  eighteenth-century 
piece  of  red  velvet  from  Brusa  woven  with 
leopards  and  so  fine  as  to  be  irreproducible  even 
in  colour. 


Chinese  and  Annamese  (Vietnamese)  ceramics, 
principally  thirteenth  and  fourteenth  century, 
are  on  exhibition  at  Hugh  M.  Moss,  12  Bruton 
Street,  wi  from  14th  to  30th  June.  The  hundred 
or  so  objects  on  display  are  among  those  'export' 
wares  excavated  in  recent  years  in  the  Philippines 
and  the  Indonesian  archepelago.  They  include 
this  elegant  Seated  Kuan-yin  of  the  Sung  or  Yuan 
dynasty  which  has  a  delicate  ching-pai 
(bluish-white)  glaze. 


It  is  more  than  five  decades  since  Albert  Amor, 
37  Bun-  Street,  St.  James's,  swi,  held  an 
exhibition;  from  June  7th  to  27th  this  year  they 
will  be  showing  eighty-six  pieces  of  First  Period 
Worcester  porcelain  including  the  unique  bowl 
illustrated,  which  is  from  the  James  Giles 
workshop  and  decorated  on  a  bleu  celeste  ground. 
There  is  a  particularly  beautiful  bell-shaped 
tankard,  seemingly  unrecorded  so-tar,  and 
painted  with  a  spray  of  apple-blossom  most 
likely  by  James  Rogers. 


I.  The  Fine  Art  Society  are  holding  a  loan 
exhibition  of  ninety-  paintings  by  Walter  Richard 
Sickert  from  public  and  private  collections. 
(Illustrated  above:  Soldiers  of  King  Albert  the 
Ready  from  the  City  Art  Galleries,  Sheffield.) 
The  exhibition  has  been  selected  and  the 
catalogue  prepared  by  Dr.  Wendy  Baron. 
All  aspects  of  Sickert's  work  are  shown; 
Sickert  the  painter  of  Dieppe,  in  love  with 
Venice,  the  devotee  of  the  Music  Hall,  and  the 
portrait  painter.  The  catalogue  presents  for  the 
first  time  a  detailed  chronology  and  a  full  list  of 
Sickert  exhibitions.  This  exhibition  will  be  on 
view  at  148  New  Bond  Street,  London  from 
May  21st  to  June  8th  and  then  at  The  Fine  Art 
Society's  newly  opened  Scottish  gallery  at 
12  Great  King  Street,  Edinburgh,  from  the 
afternoon  of  June  9th  to  June  30th. 


Edvard  Munch:  the  graphic  work 

From  June  11 

City  Museum  and  Art  Gallery,  Birmingham 
and  subsequent  tour 
Reviewed  by  john  gash 

The  exhibition  of  104  of  Edvard  Munch's  engrav- 
ings, on  loan  from  the  Munch  Museum  in  Oslo, 
made  its  first  appearance  at  the  Walker  Art 
Gallery,  Liverpool,  in  December,  and  continues 
its  progress  through  eleven  British  cities  until  the 
end  of  1973.  (After  Birmingham  it  will  visit: 
Bristol,  Sheffield,  Leeds,  Hull  and  Newcastle.) 
Attendances  have  been  good,  and  Munch's  appeal 


is  not  difficult  to  diagnose,  for  his  insistent  pre- 
occupation with  the  fundamental  and  related 
themes  of  love  and  death  is  matched  by  a  masterv 
of  several  graphic  techniques  (etching,  drypoint, 
aquatint,  mezzotint,  lithography  and  woodcutl. 
and  an  ability  to  apply,  and  even  combine  them 
in  strikingly  original  ways.  His  technical  experi- 
ments are  manifold,  although  by  no  means  all  as 
radical  as  the  combination  of  woodcut  and 
lithography  employed  in  The  I  'ampire.  Yet 
Munch's  originality  as  an  engraver  lies  as  much 
in  his  awareness  of  the  thematic  relevance  of 
certain  techniques,  as  in  his  skill  at  technical 
improvisation.  And  when  we  look,  for  instance, 
at  some  of  the  recurrent  images  in  his  work 
(Attraction ,  The  Kiss,  Lovers,  Tlte  Sick  Child)  we 
notice  how  changes  in  medium  are  often  the 
concomitant  of  metaphysical  reorientation.  Thus, 
the  propped-up  corpse  which  masquerades  as 
77k"  Sick  Child  in  the  drypoint  of  1S94  is  trans- 
formed in  the  coloured  lithograph  of  1896  into  a 
figure  of  transcendence  and  attraction.  The 
metamorphosis  is  partially  due  to  the  broader, 
gentler  rhythms  of  lithography,  but  also  to  the 
artist's  discriminating  sense  of  colour;  his  use  in 
the  lithograph  of  a  brilliantly  selected  blue  and 
red.  merging  in  places  into  an  opalescent  pink, 
helps  to  strengthen  and  confirm  the  inherent 
optimism  of  a  psychologically  ambiguous  image. 
Similarly,  in  the  woodcut  of  Tlie  Kiss,  Munch 
employs  the  grain  of  the  wood  to  reinforce  the 
sense  of  fusion  and  loss  of  individuality  implicit  in 
his  abandonment  of  facial  features,  yet  no  more 
than  embryonic  in  the  more  conventionally 
erotic  drypoint  and  aquatint  of  1895.  The 
exhibition  abounds  in  such  revealing  comparisons, 
and  apart  from  providing  an  excellent  oppor- 
tunity for  assessing  the  relative  merits  of  a  wide 
range  of  graphic  techniques,  it  also  serves  to 
remind  us  how  close  in  Munch  is  the  relationship 
between  craftsman  and  visionary,  as  he  exploits 
a  change  of  medium  to  transform,  modify  or 
clinch  an  idea. 


2.  Edvard  Munch.  Tht  Kiss,  1899, 

woodcut,  i6£x  18J  inches.  Munch  Museum,  Oslo. 


Exhibition  of  Old  Masters 

Hemer  Wengraf, 

62  South  Audley  Street,  w  1 

Reviewed  by  Nicholas  l  sherwood 

The  apparently  out-dated  and  rather  romantic 
idea  of  the  old-master  gallery  full  of  fine  paintings 
from  a  wide  range  of  periods  and  schools  is, 
fortunately,  still  not  quite  dead  despite  the 
pressures  exerted  by  the  economics  of  the  art- 
market  and  the  influence  of  tidy-minded  art- 
historians.  Herner  Wengraf.  in  the  heart  of  May- 
fair  and  slightly  away  from  the  concentration  of 
galleries  in  the  Bond  St./St.  James's  area,  has 
succeeded,  on  a  small  scale,  in  retaining  many  of 
the  characteristics  of  just  such  a  gallery.  It  has 
succeeded  principally  by  not  attempting  too 
much.  There  are  only  a  dozen  works  in  this 
exhibition  but  all  of  them  are  of  real  quality  and 
interest. 

Dominant  is  a  superb  pair  of  still-life  paintings 
on  the  themes  of  Music  and  the  Fine  Arts  by 
Nicolas  de  Largilliere.  a  rare  theme  for  this 
portrait  painter  and  probably  intended  to  decor- 
ate the  stairway  of  his  own  house.  In  their 


3.  Hieronymous  Francken.  Still  lite  with  flowers, 
panel  19  J  X  29  inches, 
signed  with  a  monogram. 
Hemer  Wengraf. 


apparently  effortless  brilliance  and  baroque  rest- 
lessness they  seem  anything  but  "still'  and  at  first 
sight  they  make  some  of  the  Dutch  still-lives 
nearby  seem  just  a  little  heavy  and  prosaic  -  a 
sophisticated  French  court  painter  showing  the 
Dutch  provincials  how  you  painted  still-lifes,  if 
you  should  happen  to  want  them  that  is.  Look 
longer,  however,  and  it  is  less  simple.  Art-history 
is  made  up  of  virtues  gained  and  virtues  lost.  A 
sparse  and  delicate  little  painting,  Still-Life  with 
Flowers  just  opposite,  by  the  Antwerp  sixteenth- 
century  artist.  Hieronymous  Franck  1,  has  that 
profound,  naive  respect  for  the  mat  rial  solidity 
of  individual  objects  and  their  relatii  iship  to  one 
another,  as  well  as  to  the  spectator,  which  makes 
the  Largillieres  look,  comparatively,  just  a  little 
empty  and  shows  something  of  what  Largilliere 
was  to  lose. 
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1 1  was  a  move  towards  compositional  complexi- 
ties and  technical  wizardry  that  sapped  the 
vitality  of  Dutch  art  in  the  late  seventeenth  and 
early  eighteenth  centuries,  though  the  flower 
paintings  of  Van  Strcck  and  Van  Os  and  the  'fish' 
still— lites  in  this  show  succeed  well  in  avoiding 
some  of  the  more  unattractive  excesses  of  the 
school.  Chardin  in  mid-eighteenth  century  was 
to  remind  still-life  painters  of  the  simpler  virtues 
and  De  La  Porte  was  one  of  his  best  followers. 
His  solid,  simple  Still-Life  showing  a  pyramid  of 
apricots  and  a  loaf  of  bread  has,  in  its  'feel'  for 
things  and  plain  construction,  much  in  common 
with  Hieronymous  Francken  two  hundred  years 
earlier. 

Dutch,  Flemish  and  Italian 
Old  Master  Paintings 

1 1  April  -  31  May  1973 

Leonard  Koetser  Gallery, 

13  Duke  Street,  St.  James's,  swi 

Reviewed  by  Nicholas  usherwood 

There  can  hardly  ever  have  been  a  time  in  the 
history  of  collecting  when  Dutch  Old  Master 
paintings  have  been  out  of  favour.  However  the 
extraordinary  enthusiasm  for  Impressionism  and 
its  successors  by  a  new  generation  of  largely 
American  and  Japanese  collectors  combined  with 
the  increasing  rarity  of  good  examples  on  the  art 
market  did  seem  to  have  had  the  effect  of  drawing 
attention  away  from  it  to  some  degree.  Leonard 
Koctser's  achievement  therefore,  in  putting 
together  this  splendid  collection  of  largely  Dutch 
and  Flemish  17th  century  paintings  for  his  Spring 
Exhibition  makes  one  realise  how  misleading  this 
impression  in  fact  is. 

The  grand  and  spacious,  as  well  as  the  intimate 
and  domestic,  are  the  essential  and  vital  charac- 
teristics which  give  Dutch  art  its  particular 
strength  as  a  school.  The  superb  Jan  Van  Goyen 
'River  Scene  with  Ruined  Castle'  of  1648  (in  the 
Merlin  Museum  until  1890)  and  the  tranquil 
Aelbert  Cuyp,  'View  of  Dordrecht',  are,  in  the 
grandeur  of  their  vision  and  acute  feeling  for  the 
particularities  of  light  and  atmosphere,  works 
showing  these  artists  at  their  very  best.  Among 
the  genre,  still  life  and  flower  painters  there  are 


4.  Jan  Van  Goyen. 

Rivcrscene  with  mined  castle,  1648, 

panel  23  x  32  inches. 

Leonard  Koetser. 


some  lovely  paintings,  full  of  patient  and  loving 
observation  of  detail.  In  particular  a  splendid  large 
flower  piece  by  Mignon,  a  delightful  small  study 
of  roses  by  Van  Es  and  two  studies,  one  of 
oysters  and  a  wine  glass  and  the  other  a  ham, 
some  lemons  and  a  wine  glass  by  Jan  Davidsz  de 
Heem  are  outstanding  here.  Historically  the  most 
interesting  work  in  the  exhibition  is  perhaps  the 
Rubens  oil  sketch  for  the  'Continence  of  Scipio', 
the  final  work  being  destroyed  by  fire  in  1836 
and  known  otherwise  only  through  two  drawings 
and  an  engraving. 

An  exhibition  of  Dutch  and  Flemish  painting 
would  of  course  be  incomplete  without  any 
snow-scenes  and  there  are  two  outstanding  early 
examples  in  the  exhibition  -  Pieter  Breughel  the 
Younger's  version  of  the  'Bird  Trap'  and  the 
Avercamp,  'Pleasures  on  the  Ice'  both  full  of 
humour  and  the  icy  poetry  of  the  winter  land- 
scape. 

Numerically  Dutch  and  Flemish  works  domin- 
ate the  exhibition  but  Koetser's  still  retains 
enough  of  that  endearing,  non-specialising  quality 
of  the  old  school  of  dealers  to  include  in  the  same 
exhibition  examples  of  some  other  schools  and 
periods.  The  Siennese  quattrocento  predella  by 
Sano  de  Pietro  is  among  the  most  remarkable  ot 
these  though  the  Charles  Brooking  Seascape,  'A 
Naval  Squadron  off  Dover'  is  a  work  of  consider- 
able style  too,  while  finally,  as  a  complete  and 
total  change  of  atmosphere,  there  is  a  combined 
effort  by  the  Fantin-Latours,  husband  and  wife  in 
a  tiny  painting,  entitled  'Marguerites  and  Cow- 
slips in  a  Vase'.  Its  crisp  greens,  yellows  and  whites 
make  it  a  refreshingly  sharp  French  tit-bit  after 
a  rich  Dutch  meal ! 


Wassily  Kandinsky 

12  April  -  19  May  1973 
The  Lefevre  Gallery, 
30  Bruton  Street,  wi 
Reviewed  by  georgina  Oliver 


5.  Wassily  Kandinsky.  Flatterhaft,  1931, 
oil  and  tempera  on  cardboard 
19JX  27 1  inches. 
The  Lefevre  Gallery. 

I  am  particularly  fond  of  Kandinsky  -  having 
spent  once,  while  studying  in  Paris,  a  whole  half 
hour  sitting  before  a  large  abstract  canvas  of  his 
in  the  Musce  National  d'Art  Modcrnc,  respond- 
ing to  one  symbolic  impulse  after  another, 
captivated  as  by  a  music.  So  enraptured  was  I,  that 
only  the  bell  announcing  closing  time  disturbed 
my  trance! 

Comprising  six  oil  paintings  and  thirty-three 
watercolours,  this  exhibition  is  devoted  to 
Kandinsky's  work  in  the  field  of  pure  abstraction: 
from    earlier    compositions    (1915-18)  where 


organic  references  prevail,  to  works  executed 
between  1930  and  1940,  where  the  artist  applies 
more  strictly  the  theories  delineated  in  his  book, 
published  in  England  in  1914,  under  the  title  of 
'The  Art  of  Spiritual  Harmony'. 

Two  quotations  illustrate  Kandinsky's  progres- 
sion from  expressionism,  which  infused  natural 
subject  matter  with  intense  feeling,  to  an  art 
which  derived  its  emotional  syntax  from  colour 
and  line,  alone.  Marc  and  Kandinsky  named  the 
Blanc  Reiter  group  Blue  Rider  because  'We  both 
loved  blue.  Marc  loved  horses,  and  I  riders,  and 
thus  the  name  arose  by  itself.  By  1929,  however, 
when  he  had  met  Malevitch,  Tatlin,  Lissitzky  in 
Russia  and  returned  to  join  the  Bauhaus  with 
Klee,  Kandinsky  was  writing:  'I  love  the  circle 
in  much  the  same  way  as  I  once  loved  the  horse, 
perhaps  even  more  so,  since  I  find  more  inner 
development  in  the  circle  and  have  for  that 
reason  given  it  preference  over  the  horse.' 

From  Whistler  onward,  the  practice  of  associat- 
ing music  with  the  visual  arts  has  been  firmly 
established.  Kandinsky's  contribution  is  special. 
His  compositions  achieve  equilibrium  by  counter- 
poising a  series  of  pictorial  melodies :  deeply 
etched  lines  scratch  across  each  other;  elongated 
spear  shapes  needle  sharp  challenge  geometrical 
forms,  delicately  translucent  as  modern  acrylic 
jewellery.  From  the  earth's  elements  to  what 
appear  to  be  recollections  of  contemporary 
styles  of  painting,  Kandinsky's  poetic  imagination 
unifies  as  many  divergent  marks  and  signs  as  are 
present  today,  for  instance,  in  the  painting  and 
music  of  Alan  Davie. 

In  an  extremely  clear  and  rational  foreword, 
John  Russell  recommends  a  special  journey  to  the 
Stadische  Galerie,  Munich,  which  houses  130 
early  Kandinskys. 

peter  fuller  writes: 

Given  Kandinsky's  strategic  place  in  the 
history  of  contemporary  painting,  it  is  surprising 
that  he  has  been  so  under-exposed  in  Britain.  So 
many  anthologies  and  histories  cite  him  (in- 
correctly, as  it  happens)  as  the  'founder  of 
abstract  painting':  every  art  school  student 
knows  about  his  achievements.  And  yet  there  is 
only  one  of  his  works  in  the  Tate.  Almost  un- 
believably, this  is  the  first  exhibition  devoted 
exclusively  to  his  work  to  have  been  mounted  in 
Britain.  What  makes  this  ommission  particularly 
serious  is  the  very  considerable  difference  between 
an  illustration  of  a  Kandinsky,  and  the  thing 
itself  -  a  point  which  John  Russell  makes  with 
some  force  in  the  catalogue  to  the  Lefevre  show. 
It  often  happens  that  •  the  Kandinskys'  which 
appear  schematic  and  diagrammatic  in  reproduc- 
tion do  so  because  so  many  of  the  subtleties  have 
been  shaved  away  in  the  printing  process.  A  fine 
Kandinsky  is  as  precisely  and  delicately  balanced 
tonally  and  chromatically  as  it  is  structurally :  it 
needs  to  be  seen  in  the  flesh. 

Kandinsky's  approach  to  abstraction  is  quite 
distinct  from  that  which  was  adopted  and 
explored  by  his  younger  Russian  contemporaries. 
Perhaps  this  is  why  his  visit  to  Russia  in  1914  -  in 
the  short-term  at  least  -  had  such  a  traumatic 
effect  on  his  work.  In  retrospect,  it  is  also  easy  to 
sec  that  what  Kandinsky  was  doing  was  in  no 
way  the  precursor  of  the  experience  of  abstraction 
in  post-war  America.  'I  love  the  circle  in  much 
the  same  way  as  I  once  loved  the  horse',  Kandin- 
sky is  quoted  as  saying.  His  work  always  keeps 
a  symbolic,  and  allusive  function.  The  point  is 
not  that  he  retains  references  to  external  reality, 
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as  Russell  maintains  in  the  catalogue  introduction, 
but  that  in  the  first  instance,  the  paintings  of 
Bavarian  horses  themselves  served  as  symbolised 
projections  outwards  of  internalised  fantasies  and 
images.  The  introjected  fantasy  which  Kandinsky 
continued  to  explore  throughout  his  life  could 
more  accurately  be  depicted  by  use  of  abstracted 
forms  than  by  a  painterly  description  of  objects 
around  which  the  viewer's  associations  (as  against 
those  of  the  painter)  would  inevitably  be  towards 
the  external  world. 

This  explains  his  much  vaunted  'mysticism'. 
At  first  sight,  it  is  surprising  that  two  of  the  most 
precise  investigatory  artists  this  century  -  Mon- 
drian  and  Kandinsky  -  should  have  both  argued 
that  their  work  was  informed  by  dubious 
theological  systems.  But  it  seems  that  having 
recognised  that  their  forms  derived  from  the 
ordering  of  introjected  material  (as  in  Kandin- 
sky's  persistent  use  of  circles  and  triangles)  and 
retained  a  symbolic  relationship  to  that  material, 
they  were  unwilling  to  define  it  in  psychological 
terms,  preferring  to  articulate  a  mystical  alterna- 
tive as  a  defence. 

Despite  this,  Kandinsky  provides  us  with  one 
of  the  crucial  keys,  like  early  Cubism,  or  Du- 
champ,  without  which  it  is  extremely  difficult  to 
make  sense  of  many  recent  developments  in  the 
visual  arts.  If  it  did  nothing  else,  the  Lefevre 
exhibition  should  at  least  have  reminded  the 
appropriate  authorities  that  there  is  a  great  need 
for  a  major,  fully  documented,  museum  show  of 
Kandinsky  in  this  country.  The  Lefevre's  six  oil 
paintings  and  twenty-seven  watercolours,  as 
Russell  said  in  the  catalogue,  served  very  well  as 
'a  point  of  entry'  into  his  work. 


La  Vue  Francaise  1 840-1940 

6June-22june  1973 
M.  Newman, 

43a  Duke  Street,  St.  James's,  swi 
Reviewed  by  david  coombs 

This  is  a  very  quiet  exhibition.  Even  an  apparently 
bright  little  picture  like  Bord  de  la  riviere  by 
Antonio  Lopisgich  is  flooded  by  the  sunlight  so 
characteristic  of  early  morning  before  a  really  hot 
day.  Leon  Richet  is  represented  by  two  interesting 
pictures,  one  a  figure  study  and  the  other  a  more 
representative  landscape.  The  first,  Le  petit  oiseatt 
apprivoise,  show  three  peasant  girls,  three  rural 
graces,  in  a  woodland  setting  which  despite  the 
title  of  the  picture  is  really  dominated  by  a  lovely 
spray  of  country  flowers  spilling  from  a  basket. 
The  second  picture  Paysage  is  relatively  loosely 
painted  with  flickering,  darting  strokes  of  the 
brush  that  do  little  to  counter  the  overall  feeling  of 
a  Dutch  seventeenth-century  landscape  suggested 
by  the  range  of  sombre  greens  dominating  the 
canvas. 

Like  so  many  of  his  compatriots,  Eugene  Gillot 
must  have  been  fascinated  by  the  Thames.  His 
picture  of  the  Pool  of  London,  with  Tower 
Bridge  in  the  background  is  basically  a  study  of 
mist,  the  colours  of  the  vessels  suggested  by  pale 
highlights  amidst  a  number  of  whispy,  translucent 
greys.  There  is  also  another  marvellous  painting, 
a  late  work  by  Henri  Le  Sidaner  La  table  blanche 
which  has  that  special  mystery  reserved  to  a  still 
life  painted  in  the  open  air.  For  sheer  mastery  of 
drawing  it  would  be  hard  to  better  a  large  pastel 
by  Leon  L'Hermitte:  Paysage  en  printemps  whose 
predominant  browns  and  greens  subtly  capture 
the  melancholy  of  spring. 


6.  Leon  L'Hermitte.  Paysage  en  printemps, 
pastel  32  x  42  inches. 
M.  Newman. 


Miriam  Sacks 

24  April  -  1  June  1973 
Prudhoe  Gallery, 

79  Duke  Street,  Grosvenor  Square,  wi 
Reviewed  by  david  coombs 

Mrs.  Sacks  calls  her  works  tapestries.  More 
accurately  they  are  embroideries  -  the  threads 
attached  to  a  canvas  background  giving  the  same 
effect  of  movements  as  a  brush  stroke.  The  idea 
developed  after  a  visit  to  the  United  States  in  the 
1950s  when  the  artist  first  saw  the  work  of  the 
Abstract  Expressionists.  She  noticed  that  however 
they  were  painted  these  pictures  always  reflected 
the  light.  Mrs.  Sacks  felt  compelled  to  seek  a 
technique  that  would  allow  the  light  to  be 
absorbed  into  the  surface  of  the  picture. 

These  tapestries  arc  generally  of  moderate  size, 
about  four  or  five  feet  square.  They  are  designed 
without  preliminary  sketches  but  straight  from  an 
idea  worked  out  in  the  head.  Music  and  dance 
have  played  a  large  part  in  Mrs.  Sacks'  life,  and 
this  background  of  disciplined  movement  and 
interwoven  sound  can  be  slowly  discovered  in  all 
her  best  designs.  Slowly  discovered,  because  these 
tapestries  need  much  thought  and  attention  to  be 
fully  appreciated.  They  are  very  complex, 
reflecting  the  complexity  of  relationships  woven 
into  and  throughout  the  life  of  any  one  person. 
Whilst  not  overtly  religious  they  show  a  con- 
sciousness of  a  spiritual  plane,  an  awareness  of 
something  beyond  immediate  physical  ex- 
perience. They  are  not  all  equally  successful,  but 
arc  intensely  human  and  should  be  seen. 

Mrs.  Sacks'  work  will  be  included  in  the 
exhibition  'Fifteen  Weavers'  at  the  British  Crafts 
Centre,  43  Earlham  Street,  Covent  Garden,  WC2, 
June  20  -  July  7. 


7.  Miriam  Sacks.  Movement  of  water,  detail, 

tapestry. 

Prudhoe  Gallery. 


Claude  Roger 

23  June  -  21  July  1973 
Museum  and  An  ( lalli 
Reviewed  by  mahina  VAIZ 

Claude  Rogers  is  a  paintei  bit© 
rarely,  but  his  retirement  Iron,  the  orship 
of  Fine  Art  at  Reading  University  has  provided 
the  occasion  for  a  major  retrospective  exhibition 
consisting  of  well  over  100  paintings  and  draw- 
ings, ranging  from  work  done  when  he  was  but 
21,  and  just  finishing  his  studies  at  the  Slade, 
where  he  was  contemporary  with  William  Cold- 
stream, later  a  fellow  member  of  the  Euston 
Road  Group,  to  this  year. 

The  present  exhibition  (seen  first  at  the  White- 
chapel  Art  Gallery  in  London)  gives  heart  to  all 
who  feel  that  the  act  of  painting  is  far  from  dead, 
but  can  continue  in  a  state  of  peaceful  co- 
existence with  the  'new*  art,  defined  by  media, 
video-tape,  photograph,  land  art,  conceptual  art 
and  the  like.  The  collection  of  Claude  Rogers' 
work  that  is  on  view  is  of  painting  and  drawing 
dominated  by  several  traditional  themes:  the  still 
life,  the  portrait,  the  landscape.  The  most  crucial 


8.  Claude  Rogers.  The  Paraplegic ,  1970-71, 
oil  on  hardboard  19  X  19  inches. 
Artist's  Collection. 


and  touching  aspect  of  his  work  is  restraint,  rather 
than  caution,  a  deliberate  refinement  with  no  hint 
of  the  effete,  a  sturdy  robustness  with  no  touch 
of  the  homespun.  He  can  take  the  ordinary:  a 
bunch  of  flowers,  domestic  impedimenta  standing 
on  a  bureau,  and  make  of  it  something  poetical, 
but  with  no  pretension.  London  scenes,  and 
several  finely  sensitive  gently  wry  little  tableaux 
of  hospital  patients,  the  man-marked  fields  of 
Suffolk,  portraits  of  professors,  all  arc  paintings 
which  define  with  a  sure,  but  touching  skill, 
human  surroundings  and  humane  activity.  Two 
series  of  paintings  stand  out.  One  is  the  splendid 
set  of  variations  on  stubble  burning  in  Suffolk 
fields,  the  land  marked  by  furrows  and  hedge- 
row, trees  on  the  horizon,  the  great  writhing  fat 
flames  stretching  brighter  than  the  sky  to  mark  a 
marvellous  melding  of  airy  atmosphere  and 
earthly  solidity.  The  second  is  the  newest  lot  of 
paintings,  which  isolated  might  be  se  1  to  suggest 
a  departure,  but  in  context,  are  thoroughly 
consistent.  The  latest  works,  laiger  than  is 
typical,  trace  with  compositional  skill  and  un- 
typically  flat  surfaces  the  threads  of  light  that 
indicate  human  habitations  as  seen  from  an 
aeroplane  rushing  over  the  surface  of  the  earth,  or 
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from  .1  high  vantage  point  in  Highgate.  These 
works,  patterns  of  light  on  dark  grounds,  may  be 
interpreted  as  veering  toward  the  abstraet,  but 
they  are,  as  all  Rogers'  work  is,  firmly  rooted  in 
observed  reality.  Of  eoursc,  all  painting  is  a  form 
of  abstraction,  an  attempt  to  get  at  the  representa- 
tion of  inner  or  outer  reality  with  those  curious 
tools  of  colour  displayed  over  a  flat  surface.  The 
paintings  and  beautifully  skilled  drawings  of 
Claude  Rogers  tell  us  much,  about  people  and 
landscape,  animate  and  inanimate  things.  It  is  all 
from  the  vantage  point  of  an  artist  looking,  and 
telling  us,  communicably  and  accessibly,  about 
what  he  sees.  He  makes  things  palpable,  whether 
it  be  an  insight  into  human  character,  or  the  feel  of 
textured,  structured,  man-marked  landscape.  It  is 
a  marvellous  exhibition  of  humane,  gentle, 
delicate  yet  rich  painting,  consistent  yet  non- 
repetitive  variations  of  eternal  themes  extracted 
and  distilled  from  the  world  around  one  man. 


John  Altoon  1925-69 

16  April  -  1 1  May  1973 
Felicity  Samuel  Gallery, 
16  Savile  Row,  w  1 
Reviewed  by  peter  fuller 

John  Altoon  died  recently  of  a  heart  attack:  he 
was  born,  and  worked  in  Los  Angeles,  and 
although  he  was  very  much  aware  of  the  avid 
experimentation  of  his  younger  contemporaries, 
he  was  only  indirectly  influenced  by  it.  His 
practice  as  an  image  maker  was  intensely,  searing- 
ly  personal  -  but,  as  rarely  happens  when  artists 
direct  their  attention  inwards  so  exclusively  -  he 
was  able  to  touch  on  hidden  areas  of  mental 
activity  which  exist  within  all  of  us,  but  which 
most  people  seek  to  deny  or  evade  in  some  way. 
Only  a  few  painters  have  been  able  to  confront 
the  painful  content  of  such  fantasies  honestly 
enough  to  make  them  universally  relevant,  and 
Altoon  seems  to  have  been  among  that  number. 

The  scries  of  drawings  in  this  exhibition  drew 
their  strength  from  a  striking  combination  of 
specificity  and  urgent  immediacy.  The  contrast 
with  the  exhibition  of  Donaldson's  pin-up  style 
nudes,    padded    around    with    a    suave  and 


9. John  Altoon. 
'F- 1967- 3', 
pencil  and  watcrcolour, 
30  X  60  inches. 
Felicity  Samuel  Gallery. 


repetitive  technique,  will  not  have  escaped 
viewers  who  saw  the  consecutive  shows  at  this 
gallery.  Altoon  had  no  intention  whatsoever  of 
making  his  material  safe  and  smooth  enough  for 
Playboy  culture  consumption.  He  went  immedia- 
tely to  the  hidden  recesses  of  fantasy  and  scratched 
them  out  upon  his  surfaces  with  fast  lines  and 
hurried  hazes  of  colour,  and  left  them  there,  raw, 
acidly  arresting  in  their  disorganisation. 

There  were  three  repeated  themes  in  the 
drawings:  the  first,  emphasised  with  a  terrifying 
insistence,  was  the  concept  of  separation,  directly 
linked  in  the  draughtsmanship  with  fear  of 
separation  from  the  genitals,  or  castration.  The 
act  of  visually  portraying  the  fantasy  seemed  to 
have  a  reparative  moment  to  it.  The  second 
repeated  image  was  that  of  contact  between  a 
woman's  private  parts,  and  a  scries  of  animals, 
cows,  frogs,  and  birds.  As  in  the  drawing  show- 
ing such  an  incident  between  a  cow  and  a  milk- 
maid in  a  barn,  terror  and  domesticity  combined 
to  re-encapsulate  the  nightmarish  world  of  child- 
hood sexual  imaginings.  And,  finally,  there  were 
the  'abstractions'  which  so  accurately  depicted  the 
polymorphous  perversity  and  complexity  of 
resurrected  infantile  fears  and  fantasies. 

Altoon  certainly  stands  to  the  side  in  the 
developmental  main-stream  of  contemporary  art, 
but  he  was  a  creator  whose  work  was  so  compel- 
ling that  one  is  almost  required  to  come  to  terms 
with  it,  to  'work  it  through',  if  one  encounters  it. 

Photo-realism 

4  April  -  6  May  1973 
Serpentine  Gallery, 
Kensington  Gardens,  W2 
Reviewed  by  georgina  Oliver 

'Human  kind  cannot  bear  very  much  reality' 
wrote  T.  S.  Eliot.  Now  fully  heated,  the  Serpen- 
tine Gallery,  Kensington  Gardens,  launches  its 
new  year-round  programme  with  the  controver- 
sial first  English  showing  of  photo-realism,  a 
mainly  American  trend.  Committed  to  figurative 
art  undistorted  by  ideology  or  emotion  and 
divorced  from  the  limitations  of  our  focal  range, 
these  image-makers  have  in  common  the  use  of 
photographs  as  starting  points,  but  their  outlooks 
and  ways  of  using  photographic  sources  are  by 
no  means  identical. 

Three-dimensionalists  as  well  as  painters  are 
represented  by  one  or  more  works.  John  de 
Andrea  and  Duane  Hanson  have  become  famous 
for  their  true-size  fibre-glass  human  figures,  so 
close  to  life  that  you  expect  them  to  breathe.  The 
analogy  stops  there.  De  Andrea  paints  nudes 
lovingly,  layer  by  layer,  from  blood  red  to 
individual  skin  tone,  evoking  a  passive,  tranquil 
world.  Hanson,  unlike  most  of  his  colleagues, 
protests.  His  down  to  earth  specimens,  such  as 
The  Supermarket  Lady,  wear  real  clothes,  carry 
real  objects.  They  are  made  to  shock,  to  be 
recognised.  Also  startling  is  Howard  Kanovitz's 
illusionism:  he  turns  foreground  subjects  into  a 
separate  cut-out  shaped  canvas.  Nancy  Stevenson 
Graves's  camel  and  skeleton  structures  could  be 
the  work  of  a  clever  taxidermist.  In  fact  they  are 
made  of  wood,  steel,  canvas,  wax,  oil  paint,  hide, 
polyurcthane. 

Frequently  featuring  urban  landscapes,  shop 
fronts,  parked  cars,  Robert  Bechtle  and  Richard 
Estes  produce  objective  paintings  open  to  as  many 
interpretations  as  an  abstract.  Richard  Cotting- 
ham's  studied  compositions  zoom  in  on  commer- 


10.  Ralph  Goings.  Airstream  Trailer, 
1970,  152  x  214  inches.  Loaned 
by  The  Ludwig  Collection. 
Arts  Council  of  Great  Britain. 

cial  signs  from  the  thirties  and  forties,  those  'with 
the  most  texture,  the  most  activity'. 

Born  in  California,  often  depicting  single 
vehicles  sun-drenched,  Don  Eddy  and  Ralph 
Goings  are  concerned  with  formal,  classical 
questions  of  light,  space,  form.  Eddy  says:  'The 
central  problem  in  the  paintings  to  me  is  a 
painting  problem,  and  not  a  subject  matter 
problem'.  Goings  says:  'It'snottheobject  that  I'm 
concerned  with;  it's  the  painting  of  the  object'. 

Now  living  in  New  York,  Malcolm  Morley 
and  John  Salt  are  English  by  birth.  John  Salt  uses 
photographic  sources  to  spray  paintings  of 
wrecked  cars.  It  is  with  Morley  that  one  is  most 
immediately  aware  of  the  mysterious  quantity 
which  makes  a  painting  a  painting  -  what  is  left 
when  the  photographic  content  is  subtracted: 
'Seen  close  to,  his  picture  dissolves  into  painting 
.  .  .  some  picture  surfaces  wriggle  and  ripple  like 
an  army  of  fleeing  ants'.  Regarding  subject 
matter,  two  stand  apart:  Chuck  Close  with 
blown-up  portraits  of  his  friends,  combining 
intense,  systematic  self-discipline  and  highly 
personal  linear  language;  Richard  McLean  with 
ideas  gleaned  from  transatlantic  horse  magazines. 

Photographs  freeze  reality  through  visual 
capabilities  beyond  the  human  eye.  Painting  from 
a  photograph  can  offer  even  greater  representa- 
tional power  and  variation.  Just  as  effort  is  not 
automatically  quality,  so  the  time  and  work 
necessary  to  photo-realism  cannot  be  criticized  as 
such,  since  it  is  the  only  way  to  produce  that 
particular  effect.  What  can  be  debated  is  the 
success  or  failure  of  particular  works.  Some, 
though  not  all,  photo-realist  effects  are  superbly 
extra-dimensional  and  dream /thought  conducive. 
There  is  room  for  many  concepts  of  reality,  and 
a  painting  tradition  worth  defending. 

Brendan  Neiland 

May -June  1973 
Studio  La  Citta 
Galleria  d'Arte 
Vicola  Samaritana  10, 
Verona 

Reviewed  by  georgina  Oliver 

Brendan  Neiland  masters  gleaming  car  coach- 
work  with  speedway  vigour,  and  yet  his  large 
canvases  overtake  their  subject,  conveying  a 
quiet,  ethereal  universe.  In  spray  and  a  thick 
brush,  he  has  found  the  tools  which  can  do  this 
most  naturally,  creating  a  fine  anonymous  surface, 
freeing  compositional  counterpoint  from  painter- 
ly texture. 

Before  going  to  the  Royal  College  (1966-69), 
Brendan  Neiland  was  at  Birmingham  College  of 
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Art.  He  lias  been  wise  to  concentrate  on  particular 
problems,  and  to  move  on  only  when  ready.  His 
interest  in  shining,  metallic  objects  began  with 
drawing  machine  parts  in  Birmingham  factories. 
Painting  them  proved  both  dissatisfying  as  a 
process  and  in  terms  of  result;  spray  provided  the 
uninterrupted  finish  required.  Next,  Brendan 
Neiland  set  the  mechanical  elements  against  an 
abstractly  dynamic  background,  which  became 
more  and  more  closely  observed  and  three 
dimensional.  Finally,  it  seems  that  the  background 
assumed  an  identity  of  its  own.  The  machinery 
disappeared.  Automobile  bodywork  took  over, 
with  salient  areas  adopting  the  foreground  role 
previously  played  by  the  machine  components. 

Brendan  Neiland's  evolution  continues.  As  well 
as  works  on  a  greater  scale  (he  was  included  in 
'Big  Pictures  for  Public  Places'  at  the  Royal 
Academy  in  1969),  he  now  produces  drawings  as 
ends  in  themselves;  they  can  put  an  idea  into 
action  faster.  Neiland's  next  one-man  show  at  the 
Angela  Flowers  Gallery,  London,  is  planned  for 
late  this  year  or  1974. 


II.  Brendan  Neiland.  Blue  Panel,  1972, 
aqua-tec  on  canvas  366  x  152  cm. 
Studio  La  Citta. 


Master  Drawings  of  the  Roman 
Baroque 

22  March  -  15  July  1973 
Victoria  and  Albert  Museum, 
South  Kensington,  SW7 
Reviewed  by  marina  vaizey 

Dusseldorf  is  one  of  Europe's  art  centres  very 
much  in  the  news  at  the  moment  because  of  a 
large  group  of  avant-garde  artists  resident  there, 
and  the  activities  of  Europe's  leading  controver- 
sialist, Professor  Joseph  Beuys.  Dr.  Werner 
Schmalenbach  directs  a  large  collection  of 
modern  European  art,  the  Kunstsammlung  Nord- 
rhein  Westphalen.  In  the  nineteenth  century- 
there  was  an  active  Dusseldorf  school,  recently 
coming  back  into  critical  prominence.  And  there 
is  a  charming  Kunstmuseum,  which  amongst 
other  treasures  has  one  of  the  world's  greatest 
collections  of  seventeenth-century  Italian  draw- 
ings. This  collection,  10,000  drawings  strong,  was 
collected  by  a  Dusseldorf  painter,  Lambert  Krahe 
(1712-1790)  who  lived  in  Rome  for  more  than 
20  years;  in  1756,  Krahe  returned  to  Dusseldorf, 
where  he  had  been  appointed  director  of  the 
picture  gallery  by  the  Elector  Charles  Theodore. 


Krahe  more  or  less  founded  the  official  1  )usseldorf 
Kunstakademie,  and  his  vast  collection  of  draw- 
ings, sold  to  the  state,  were  used  as  models  for 
copying  as  late  as  the  nineteenth  century;  the 
collection,  transferred  on  perpetual  loan  from  the 
Free  State  of  Prussia  to  the  Kunstmuseum  in  1932, 
was  long  out  of  fashion;  it  is  only  in  the  last 
decade  or  so  that  its  marvels  have  been  subjected 
to  scholarly  scrutiny  and  just  appreciation. 

One  particular  aspect,  the  heights  of  Roman 
baroque,  expressed  in  140  drawings  by  eleven 
artists,  is  the  subject  of  the  present  exhibition. 
(It  can  also  be  seen  in  Edinburgh,  during  the 
Festival  in  August.)  The  collection  is  occasionally 
marred  by  the  indiscriminate  use  of  the  identify- 
ing stamps,  used  with  a  reckless  abandon  which 
has  recently,  thankfully,  gone  out  of  fashion;  and 
some  of  the  drawings  seem  to  need  the  attention 
of  the  specialist  restorer.  But  such  quibbles  should 
not  mar  the  enjoyment  of  such  visual  splendours 
as  Gian  Lorenzo  Bernini  (1 598-1680)  studies  of 
Grotesque  Heads;  of  course  we  cannot  import  the 
fountains  of  Rome's  Piazza  Navona,  and  the 
other  great  sculptures  by  the  undisputed  genius  of 
the  Roman  Baroque,  but  the  six  drawings  on 
exhibition  capture  some  of  the  flavour,  the  vivid 
plasticity  and  flow  of  Bernini's  work.  Some  of  the 
drawings,  recently  identified,  are  studies  for 
Bernini's  monumental  statue  of  St  Longinus  in 
St  Peter's,  Rome.  Giacinto  Calandrucci  (1646- 
1707)  study  for  Ceres,  resting  on  a  cloud,  a 
drawing  replete  with  animated,  exuberant 
rhythms,  presents  in  microcosm  what  many  of 
us  think  of  when  the  word  baroque  flashes  into 
our  minds,  as  docs  Cortcsc's  (1628-1679)  Study  of 
Abraham  a  drawing  of  striking  vitality.  Pictro  da 
Cortona  (1 596-1669),  Giovanni  Battista  Gaulli 
(1639-1709)  represented  in  strength  by  over  20 
drawings,  Giovanni  Lanfranco  (1 582-1647), 
Carlo  Maratta  (1 625-171 3),  also  over  20  drawings, 
Pier  Francesco  Mola  (16 12- 1666),  Guiseppe 
Passcri  (1654-1714)  and  Andrea  Sacchi  (1599- 
1661)  arc  other  artists  represented.  But  for  me  the 
revelation  belonged  to  the  figure  of  Gaspard 


12.  Gaspard  Dughet. 
Landscape  with  trees, 
pen  and  brown  ink 
600  X  433  mm. 
Kunstmuseum  Diisseldorf. 


Dughet,  1615-167  ,  Poussin's  brother-in-law, 
whose  eight  landscape  drawings,  often  exhibit  a 
vivid,  refreshing  and  unexpected  immediacy. 
The  catalogue  calls  attention  to  a  surprising 
affinity  with  Cezanne  in  '.andscape  with  Classical 
Ruins,  a  beautifully  strui ;  r<  i  landscape,  depict- 
ing a  hillside  rising  in  terraces  punctuated  by 
exuberant  overgrown  vegetation.  Whether 
Dughet  fits  comfortably  into  a  Baroque  category 
is  another  question;  his  affinities  arc  of  course 
with  Claude  and  Poussin.  At  any  rate,  his 
drawings  are  a  delight,  and  as  several  of  them  arc 
related  to  paintings  in  British  collections,  it  is 
especially  interesting  to  see  them  on  exhibition  in 
London;  Dughet  was  an  artist  much  admired  by 
British  collectors  and  he  influenced  the  pictures- 
que school  and  such  artists  as  Richard  Wilson. 
The  majority  of  drawings  on  exhibition  arc 
naturally  concerned  with  the  human  figure  and 
the  niceties  of  drapery.  This  masterly  exhibition 
is  accompanied  by  a  magnificently  produced  fully 
illustrated  catalogue  which  summarises  the  latest 
findings  of  the  specialist  scholars.  (Obtainable 
only  from  the  Victoria  and  Albert  Museum, 
London,  S.W.7,  for  plus  postage.) 


13.  Of  all  Faberge  figures,  the  rarest  are 
those  of  Russian  national  types. 
They  have  their  origin,  according  to 
H.  C.  Bainbridgc  (The  Connoisseur, 
April  1938)  in  a  request  by  the  Grand  Duke 
Nicolai  Nicolaivitch  for  a  small  figure  of 
Queen  Victoria  which  was  eventually 
made  in  grey  jadeite.  Faberge  then  realised 
that  such  figures  might  be  made  more 
attractive  if  they  were  built  up  from  a 
variety  of  coloured  stones.  In  the  event 
only  about  two  dozen  or  so  of  these 
Russian  national  types  were  made: 
ten  of  these  including  the  carpenter  and 
the  balalaika  player  illustrated  above 
(overall  height  5  inches)  will  be  shown  in  a 
special  exhibition  'Faberge  at  Wartski', 
138  Regent  Street,  London  wi 
from  31  May  to  16 June. 
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Old  Master  Paintings  and 
Sculptures 


HERNER  WENGRAF 

OLD  MASTERS  GALLERIES 

62  SOUTH  AUDLEY  ST.. 
W.1 

01-629  0223 

CABLES:  OLDGALL.  LONDON 

Fine  Old  Masters  and 
19th  Century  Paintings 


ALAN  JACOBS  GALLERY 

15  MOTCOMB  STREET, 
BELGRAVE  SQUARE, 
LONDON,  S.W.1 
01-235  5944 

CABLES:  ARTJAC.  LONDON 

Fine  17th  Century  Dutch 
and  Flemish  Old  Master 
Paintings. 

Monday  -  Friday  10-5 
Saturday  10-1  or  by 
appointment 


HENRY  JACOBS 

174A  KENSINGTON 
CHURCH  STREET, 

(entrance  in  Kensington  Mall) 

LONDON  W.8 

01-229  2988 

19th  Century  English  and 

Continental  Paintings. 

Specialising  in  Dutch 

Paintings  of  the  Romantic 

School 


KAPLAN  GALLERY 

6  DUKE  STREET, 
ST.  JAMES'S,  S.W.1 
01-930  8665 
19th  &  20th  Century 
French  Paintings 


BRIAN  KOETSER 
GALLERY 

38  DUKE  STREET, 
ST.  JAMES'S,  S.W.1 
01-930  6309 

Old  Master  Paintings  of  the 
Dutch  and  Flemish  Schools, 
1 6th— 1 7th  Centuries 


LEFEVRE  GALLERY 

30  BRUTON  STREET,  W.1 
01-629  2250 
19th  and  20th  Century 
French  Paintings 


THE  LITTLE  GALLERY 

5  KENSINGTON  CHURCH 
WALK,  W.8 
01-937  8332 

Fine  quality  works  of  art  for 
the  small  collector.  Water- 
colours,  Drawings.  Oils 


MAAS  GALLERY 

15A  CLIFFORD  STREET, 
NEW  BOND  STREET,  W.1 
01-734  2302 
18th  and  19th  Century 
English  Paintings.  Drawings 
and  Watercolours 


MARLBOROUGH  FINE 
ART  LTD. 

39  OLD  BOND  STREET.  W.1 
01-629  5161 

CABLES:  BONDARTOS.  LONDON 

Fine  Impressionists  and 
20th  Century  Paintings, 
Drawings  and  Sculpture 


MARLBOROUGH 
GRAPHICS  LTD. 

17-18  OLD  BOND  ST.,  W.1 
01-629  5161 

CABLES:  BONDARTOS.  LONDON 

Contemporary  Graphics  and 
Multiples 


ROY  MILES 
FINE  PAINTINGS 

95  EATON  PLACE.  S.W.1 
01-235  4792 
Specialising  in  English 
pictures  of  the  1  7th 
and  1  8th  Centuries 
also  Dutch  and  Flemish 
Old  Masters 


MOTIF 

35  CONNAUGHT  STREET, 
W.2 

01-723  9477 
Multiples,  Lithographs, 
Graphic  Prints  and  Posters 
by  Leading  Contemporary 
Artists 


JAMES  R.  OGDEN  & 
SONS  LIMITED 

42  DUKE  STREET, 
ST.  JAMES'S,  S.W.1 
01-930  3353 

CABLES:  DIAMONDRY.  LONDON. 
S.W.1 

Specialists  in  Ancient 
Jewellery. 

Jewellers  and  Silversmiths 
for  four  generations. 
Also  of  Harrogate 
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London  &  Provincial  Art  Dealers 


O'HANA  GALLERY 

13  CARLOS  PLACE, 
LONDON.  W.1 
01-499  1562 
Paintings  and  Sculpture 
from  the  1  9th  and  20th 
Centuries 


OMELL  GALLERIES 

40  ALBEMARLE 
STREET,  W.1 
01-499  3685 
20th  Century  and 
Contemporary  Paintings  and 
John  Bentham-Dinsdale 
"Clipper  Ships  and  Sea 
Battles" 


OMELL  GALLERIES 

22  BURY  STREET. 
ST.  JAMES'S.  S.W.1 
01-839  4274 

Fine  19th  Century  Paintings 
at  realistic  prices 


N.  R.  OMELL 

6  DUKE  STREET, 
ST.  JAMES'S.  S.W.1 
01-839  6223 
18th  and  19th  Century 
English  Marine  and 
Landscape  Paintings 


HAL  O'NIANS 

6  RYDER  STREET. 

ST.  JAMES'S,  S.W.1 

01-930  9392 

Old  Master  Paintings  and 

Drawings 


THE  PARKER  GALLERY 

2  ALBEMARLE  ST.,  W.1 
01-499  5906 

Marine.  Military. Topograph- 
ical and  Sporting  Paintings, 
Prints  and  Watercolours. 
Old  Maps.  Ship  Models 
and  Curios 


MARJORIE  PARR 
GALLERY 

285  KING'S  ROAD.  S.W.1 
01-352  0768 
20th  Century  Paintings, 
Sculpture  and  Pottery 


DAVID  PEEL  &  CO.  LTD. 

2  CARLOS  PLACE. 
MOUNT  ST..  W.1 
01-493  3161 
European  Works  of  Art 


THE  PICCADILLY 
GALLERY 

16a  CORK  STREET  W.1 
01-629  2875  and 
01-499  4632 
British  Figurative  Painters, 
International  Symbolist/ 
Jugenstil  Works  -  Museum 
quality  British  and 
Continental  Drawings 


RUPERT  PRESTON  LTD. 

17  KING  STREET. 
ST.  JAMES'S.  S.W.1 
01-930  1794 
Specialists  in  Early 
Marine  Paintings 


PRUDOE  GALLERY 

79  DUKE  STREET, 
GROSVENOR  SQUARE, 
LONDON,  W.1 
01-629  6272 
Contemporary  Paintings. 
Sculpture  and  Graphics 


SPINK  &  SON  LTD. 

5-7  KING  STREET. 
ST.  JAMES'S,  S.W.1 
01-930  7888 

CABLES:  SPINK.  LONDON  S.W.1 

Coins,  Medals  and  Orders. 
Oriental  Art, 
English  Furniture. 
Paintings,  Drawings  and 
Silver 


H.  TERRY-ENGELL 
GALLERY 

8  BURY  STREET, 

ST.  JAMES'S.  SW1Y  6AB 

01-839  2606 

Old  Master  and  19th 

Century  French  Landscape 

Paintings 


ARTHUR  TOOTH  & 
SONS 

31  BRUTON  STREET.  W.1 
01-499  6741 

CABLES:  INVOCATION,  LONDON 

Old  and  Modern  Pictures  of 
International  Value  for 
Private  Collectors  and 
Public  Galleries 


TRYON  GALLERY 

41-42  DOVER  STREET,  W.1 
01-493  5161 

Sporting  and  Natural  History 
Pictures  and  Prints 


CHRISTOPHER  WADE 
GALLERY 

28  BRUTON  STREET,  W.1 
01-499  0298/9 

CABLES:  PARNASSUS.  LONDON 

Fine  Paintings  of  the  1 7th 
and  18th  Centuries  and 
Works  by  modern  artists 


WILDENSTEIN  &  CO. 
LTD. 

147  NEW  BOND  ST..  W.1 
01-629  0602 

CABLES:  NAVILD,  LONDON 

Old  Master  and 
Impressionist  Paintings 
and  Drawings 


ill 


CHINESE  J  [  GALLERY 

ORIGINAL  CHINESE  SCROLL  PAINTINGS 

by  known  artists  of  the  last  100  years 

Original  antique  scroll  paintings 

40  Great  Russell  Street,  London,  W.C.I. 

(01-580  7538) 


Catljeraite  of  Chester 

Established  1909 


Tudor  House 
Lower  Bridge  Street 
Chester  20095 


Old  English  Furniture  and 
Sporting  Pictures 


DUITS  LTD 

Old  Masters 

67-68  JERMYN  STREET   .  ST.  JAMES'S    .   LONDON  SWlY  6NY 
Telephone  01-930  7440  &  5288 


RENAISSANCE 

'An  exceptional  wax  polish'  sold  in  association  with 
the  Connoisseur  Magazine 

Renaissance  is  a  professional  blend  of  refined  fossil-origin 
waxes  with  unique  cleaning  and  protective  qualities.  It  is 
already  used  in  many  parts  of  the  world  by  discriminating 
experts.  This  superlative  wax  polish  revives  and  protects  all 
surfaces  gently  lifting  the  grime  of  antiquity  and  leaving  a 
finish  delightful  to  see  and  touch.  The  surface  glows  with 
repeated  applications. 

Manufacture  and  sale  of  the  polish  beyond  the  sphere  of 
professional  restoration  has  been  specially  authorised  by  the 
British  Museum,  acknowledged  leader  in  conservation 
research. 

Price  U.S.A.  and  Canada: 

postage  and  packing  Surface  Mail: 

postage  and  packing  Airmail: 

Price  U.K.  and  overseas: 

postagt  and  packing: 


§2.60  each 
%i.6o  each 
%2.6o  each 
jQi.oo  each 
i$p  each 


For  quantities  of  six  or  more  deduct  10%  overall. 


Order  form  to  the  Connoisseur,  192  Vauxhall  bridge  Road,  London,  SWlV  iDX. 
Please  send  mc  by  ordinary  post/airmail  (U.S.A.  &  Canada  only):  Quantity 

Containers  of  Renaissance  Wax  Polish  at    each  and  postage  and  packing 

 each.  Less  10  %  deduction  where  applicable  i  0 1 AL 


Mr/Mrs/Miss 
Address   


Cheques  and  money  orders  should  be  made  payable  to  THE  CONNOISSEUR 


GARRARD  WISH  TO  PURCHASE 

Jewellery  and  silver  by  Robert,  James  or 
Sebastian  Garrard.  Most  pieces  will  be  marked 
'Panton'  or  'Albemarle'  Street. 

GARRARD 

The  Crown  Jewellers 
112  Regent  Street,  London,  W1A  2JJ  Tel:  01-734  7020 


Rupert  Preston  Ltd. 

17  KING  STREET,  St  James's.  London  S.W.1  01-930  1794 

Specialist  in  early 
Marine  Paintings 


EDWARD  SPEELMAN  LTD 

Old  Masters 

EMPIRE  HOUSE,  175  PICCADILLY 
LONDON  W1V  ONP 
01-493  0657 


From 


Detailed  Editorial  Indexes  for  The  Connoisseur 
are  published  three  times  a  year  at  5op  each 
(plus  2$p  postage) 

The  Circulation  Dept.,  The  National  Magazine  Co.  Ltd. 
22  Armoury  Way,  London,  SW18  lHA 


\  Antique  Silver 

HARRY 

Sheffield  Plate 

CHERNACK 

LTD. 

|  Antique  Jewellery 

of  Edinburgh 

85  ROSE  STREET  ■ 

PHONE  031-225  3038 

THE  ITALIAN  SCENE 

Yesterday  and  Today 

Watercolours  &  Drawings 
June  14th  to  July  7th 
Tuesday  to  Saturday  1 1  am  to  6  pm 

THE  LITTLE  GALLERY 

5  Kensington  Church  Walk,  W.8 
Tel:  01-937  8332 
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SHOWCASE 


PAIR  OF  GOBLETS. 
PATRICK  ROBERTSON. 
EDINBURGH,  1770. 
HEIGHT:  5 J". 

RALPH  McCORMICK 
59  SOUTH  AUDLEY  STREET 
GROSVENOR  SQUARE 
LONDON  W.I  01-493  435° 


Wvtplmxh  jlanor 

Antiques; 

in  the  village  of  Lustleigh 

(off  I  he  Bovey  Tracev-Moretonharnpsteacl 
Road) 

in  the  county  of  Devon 

VICTORIAN  GLASS,  POTTERY, 
PORCELAIN,  SILVER,  COPPER 
AND  BRASS 

MONDAY-FRIDAY  9.30-5.30 
or  by  appointment 
(Lustleigh  326) 


S.  and  K.  Morris 

Six  Bells,  Pathlow, 
Stratford-upon-Avon. 
Tel:  Stratford  4350 

1  gth  Century  paintings 

and  watercolours. 
Specialising  in  works  by 
Pre-Raphaelite  and  Birmingham 
and  West  Midlands  artists. 

List  on  request 

By  appointment  only 


■WrttWfiTftlWJMUj 


PAIR  OF  TRENCHER  SALTS. 
J.  LEMAIUE.  PARIS,  1734. 
BUN  TOP  CASTER. 
GEORGE  JONES.  LONDON,  1742. 
HEIGHT:  3J" 

RALPH  McCORMICK 
59  SOUTH  AUDLEY  STREET 
GROSVENOR  SQUARE 
LONDON  W.I  01-4934350 


A  most  unusual 
Taperstick 
1764,  by 
John  Schuppe 
the  immigrant 
Dutch 
silversmith 
famous  for  his 
Cow  Cream 

j"gs- 
6\"  high. 
6  oz  weight. 


de  Havilland  (Antiques)  Ltd. 

41,  Old  Bond  Street, 
London,  W.l 
Tel.  01-493  4392 


Margery  Dean  gntique* 

Established  1947 

Proprietors  Margery  Dean  and  David  Dean 
(Two  generations) 

Wivenhoe,  Nr.  Colchester,  F  sex 
Wivenhoe,  2523. 


Rare  early  Mahogany 
Bookca'e  -  complete  and 
original  throughout.  Ionic 
column  surmount  each  side 
pillar. 

Double  doors. 
Height  94  inches,  Width 
36  inches  overall. 
Date  c.  1 735  A.D. 
Price  £375 


An  unusually  attractive  pair  of  George  III 
cast  tapersticks.  London  1767. 
By  Ebenezer  Coker. 
Weight  14  ozs.  Height  6  ins.  Price  £775. 
H.  R.  JESSOP  Ltd. 
3  MOTCOMB  ST.,  BELGRAVE  SQ. 
LOMDON  S.W.I.  01-2352978 


£4.00 
£3  50 
£1.50 
£7.00 
£1  95 
£2  50 
£2.75 


BOOKS 


LYLE  OFFICIAL  ANTIQUES  REVIEW ;  Contains 
1 000's  of  previously  unpublished  illustrations  with 
'at  a  glance',  information  on  current  values  and 
trends.  Over  500  pages.  ONLY  £4.75 

Antique  Dealers' Pocketbook  £1.25 
Popular  Antiques  and  their  Values  £1.50 
World  Com  Catalogue  (over  850pp.)  £2.50 
Chairs  (Guide  to  choosing,  buying  and  collecting)  £4.00 
Handbook  of  British  Pottery  and  Porcelain  Mirks  £1 .50 
Antique  Collectors'  Handbook  (320pp.)  £1.25 
Antique  Firearms  -  care,  repair  and  restoration  £3.50 
The  Pewter  Collector 
Antiques  in  Miniature 
Art  and  Antique  Restorers'  Handbook 
Modern  Coins  (1 789  to  the  Present) 
Antique  Collectors'  Dictionary  (over  2D0pp 
Antique  Weapons  (over  175pp.) 
An  Restoration 
English  House  Clocks.  1 600-1850  (Prac.  Guide)  £5.95 
Buttons  for  the  Collector  £3.00 
International  Antiques  Yearbook  £3.50 
Art  Treasures  of  the  World  288pp.  £3.25 
World  Furniture.  352  pp.  £2.95 
Technique  &  H 1  story  of  the  Swiss  Watch.  512pp.  £3  .50 
British  Antiques  Yearbook  £3.50 
17th  and  18th  century  French  Porcelain.  364pp.  £1 .37 
English  Domestic  Clocks.  352pp. 
Collectors'  Dictionary  of  Glass 
Collectors'  Dictionary  of  the  Silver  and  Guld 

rf  Great  Britain  and  North  America 
Book  of  Copper  and  Brass 
Book  of  English  Fireplaces 
Fashion  through  Fashion  Plates  1771-1971 
Investing  in  Maps,  clocks  and  watches,  silver, 

antique  jewellery.  Georgian  glass,  pottery 

and  porcelain  EACH 
Victorian  Porcelain.  Embroidery,  pottery, 

costume  and  costume  accessories,  silver 

and  silverplate  EACH 
Cabinet  Makers  and  Furniture  Designers.  320pp. 
Book  of  Oriental  Carpets  and  Rugs.  252pp. 
Dictionary  of  English  Furniture.  684pp. 
China  Repairs  and  Restoration 
English  coins  from  Charles  l-Edward  III 
English  coins  from  Edward  11-1 30BC 
English  Coinage  600-1900.  352pp. 
Antiques  at  Auction :  Over  1 ,600  early  new 

England  pieces  illustrated,  dated  and  priced 

for  ihe  dealer  and  collector 
Repair  and  Re-upholstering  of  Old  Furniture 
Small  Antiques  for  th»  Collector 
Oriental  Art  otinc  3,  Nef  a  and  Tibet.  175pp. 


£2  95 
£2.75 

£15.75 
£1  75 
£1.75 
£5  00 


£3.50 


£2.50 
£2  95 
£3.50 

£18.00 
£1.25 
80p 
£1.00 

£10.00 


£8.00 
£2.25 
£1.50 
£1.25 


ADD  1 0%  for  Post  and  Packing 

Wheel.  (TC)  41  a  Adelaide  Grove,  London  W12. 


BILSTON  &  BATTERSEA 
ENAMELS 


Colourful  boxes,  small  objets  and 
Limited  Kditions  of  great  interest 
to  collectors  are  once  again  being 
produced  in  Hilston,  as  in  the 
18th  century.  Kxclusive  to 
Halcyon  Days  in  the  U.K.  Kxport 
trade  enquiries  to  Halcyon  Days. 
Colour  brochure  sent  on  request. 

HALCYON  DAYS  LTD 

Antiques  &  Objets  d'nrt 
14  Brook  Street  London  WlY  1AA 
Telephone:  01-499  5781 


FINANCE 

FOR 

IMPORTERS 


UP  TO 
180  DAYS 

W*  piy  your  supplier  world-wide, 
■nd  draw  a  180  day  bill  on  you, 

Write  for  full  details  today  advising 
name  and  address  of  your  bankers. 

PHENSHIP 

CONFIRMING  HOUSE 

17  AMBROSE  AVE.,  LONDON  N.W.11. 
ENGLAND  PHONE  01-4585909 


Connoisseur  Antiques! 

(Peter  and  Queenie  Kaufmann) 

29  Meeting  House  Lane 
Brighton,  Sussex  BN1  1  HB 


Wc  hold  one  of  the  most  comprehensive  collect 
ions  of  FINE  CARRIAGE  CLOCKS.  Your  en- 
quiries are  invited  by  'phone,  letter  or  personal  call 
GRAND  SONNERIES,  QUARTER  REPEAT- 
ERS, FINE  CASES  BY  BEST  MAKERS 
ALWAYS  IN  STOCK. 


Out-of-London  prices  for  quality  18th, 
1  9th  and  20th  Century  oils  and  water- 
colours. 

MAIL  ORDER  SERVICE 
send  for  details 

BOURNE  GALLERY 

Dept.  CO,  Lesbourne  Road, 
Reigate,  Surrey,  RH2  7JF. 
Tel :  Reigate  44835/6/7/8 


Bee  Hive  Honey  Pot  George  III  iSol  Sheffield 
Weight  3  oz.  13  dwts.  Maker  T.  Law 

R.  E.  PORTER 

2  and  4  POST  OFFICE  ROAD 
BOURNEMOUTH  Bournemouth  24282 


Crouch  Lane,  Borough  Green,  Kent     Borough  Green  3278 


rue'  ^^c^^l^c/fcc^onJ 


6* 


maw 


Two-pillar  mahogany  Dining  Table 
Width:  3  ft.  6  ins.  Length:  (1  leaf)  6  ft.  6  ins. 
(with  2)  8  ft. 


Rew'8 


207-209  East  Main  Street 
Richmond,  Virginia  23219 
Telephone:  644-0781 

ANTIQUES    •  INTERIORS 


Maker  John  Yates 
London  C.  1800 
95"  tall 

Silver  and  brass  dial 
marquetry  inlay  fine  patina. 
9  chiming  bells  pristine 
condition. 


PONTREMOLI 


LTD 


1 1  SPRING  STREET,  LONDON  W.2       Tel:  01-723  6664 
Needlework,  Aubussons,  Persian  and  Bessarabian  Carpets 

F.XPERT  CARPET  and  TAPESTRY  RESTORERS  and  CLEANERS 
SPECIAL  ATTENTION  GIVEN  TO  ALL  TRADE  ORDERS 

Very  fine  Charles  II  design  English  needlework  rug 
size  1  i'o"  x  7'  o"  Pistache  ground  with  flowers  and  birds 
in  pastel  shades.  The  ground  is  worked  in  Gros  Point 
and  all  the  design  in  Petit  Point. 
Made  by  the  late  J.  M.  Pontremoli. 

We  specialize  in  Large  European  and  Oriental  Carpets 
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The  Connoisseur 


Register  Advertise  ents 


FOR  SALE 


WANTED 


Well  Established  Antique  Business  in  main  trading  position  of  West 
Sussex  Country  Town.  Period  property  comprising  large  double-fronted 
Shop:  Office  and  Living  Accommodation  of  Lounge,  Kitchen/Dining- 
room,  2  Bedrooms,  Bathroom,  Walled  Garden.  Price  £42,000  to  include 
freehold,  business  and  goodwill  (S.A.V.  if  required).  Box  No.  8666. 


Old  Prints.  Unrivalled  selection  on  all  subjects,  also  ORIGINAL 
DRAWINGS,  RARE  BOOKS  and  AUTOGRAPH  MANUSCRIPTS. 
Callers  by  appointment  only,  telephone  01-262  5439.  Walter  T. 
Spencer,  specialists  since  1 856, 47  Upper  Berkeley  Street,  London,  W.1 . 


Wanted:  Old,  non-humorous  legal  prints,  etchings,  engravings 
of  trials,  judges,  court  scenes,  anything,  relating  to  judiciary  or  politics. 
Wanted  also  bronzes  of  Russian  Cossacks.  Write  Hyder,  1918  Com- 
merce Building,  Fort  Worth,  Texas  761  02,  U.S.A. 


Books  Bought:  Antiquarian,  Colour  plate  books,  Travel,  Fine  bindings, 
highest  prices  given.  We  call  to  all  parts  of  Great  Britain  and  Ireland. 
Send  details  of  books  you  wish  to  sell  to  Mr.  Ronald  Batty,  The  Anti- 
quarian Department,  W.  &  G.  Foyle  Ltd.,  121  Charing  Cross  Road, 
London  W.C.2. 


Wanted:  Paintings  Marcel  Leprin,  Abel  Truchet  and  Spanish 
XIX  Century  -  send  offers,  Photographs:  Box  248  Murray  Hill,  NY  1 001 6, 
U.S.A. 


Antique  Maps  and  Prints:  Illustrated  catalogue  25p.  Richard 
Nicholson,  Wavecrest,  Menai  Bridge  Road,  Bangor,  Caernarvonshire. 


Antiques  in  Britain.  184  page  Guide  Book/Price  Guide.  £1.69  ($5). 
The  Old  Town  House,  Wendover,  Bucks. 


Wanted:  Illuminated  manuscripts  or  single  pages,  not  later  than  16th 
century.  Offers  to  Box  No.  8667. 


Money  paid  by  Collector  for  old  metal  toy  soldiers.  Phone  01-733 
5115  after  7.00  p.m. 


MISCELLANEOUS 


For  Sale:  Back  numbes  of  The  Connoisseur.  Volumes  from  1931  to 
1973.  Lists  available  on  application  to  Box  No.  8665. 


Bachelor  with  Antique  Collecting  and  Dealing  experience  wishes 
to  assist  another  preferably  Somerset/Gloucester  area  with  view  to 
possible  partnership.  Reply  Box  No.  8668. 


Renaissance  Polish"  Versatile  translucent  wax  that  gently  lifts  the 
grime  of  antiquity  from  all  surfaces,  leaving  them  delightful  to  see  and 
touch.  Made  by  special  authority  of  the  British  Museum  and  supplied 
to  professional  restorers  everywhere.  Renaissance  is  now  available 
privately  by  mail  order  to  readers  of  THE  CONNOISSEUR,  at  Chestergate 
House,  Vauxhall  Bridge  Road,  London,  SW1V  1HF.  Price  per  can 
US/Canada:  $2.60.  Mailing  costs  per  can,  by  air:  $2.60;  surface:  $1 .60. 
Price  per  can  UK  and  overseas:  £1.00.  Mailing,  per  can:  UK  15p; 
overseas  50p.  10%  discount  overall  on  orders  of  six  or  more. 
V.A.T.  at  10%  should  be  added  to  the  net  cost  of  all  orders  in  the  U.K. 
'('Exceptional . . .  unique  wax  polish'  -THE  CONNOISSEUR,  Oct.  1 970) 


Detailed  Editorial  Indexes  for  The  Connoisseur  are  published  three 
times  a  year  at  50p  each  (plus  2^p  postage).  From  The  Circulation 
Dept.,  The  National  Magazine  Co.  Ltd.,  22  Armoury  Way,  London, 
S.W.1 8. 


29  Numbers  of  The  Connoisseur  from  1  934  to  1 962  ring  Mrs.  Baxter 
242  7161  9  -  5  p.m.  or  602  2472  after  7  p.m. 


Professional  Photographer  will  photograph  your  antiques,  anywhere. 
01-274  2602:  Academy  Photos,  13/15  Shakespeare  Road,  London 
SE24  0LA. 


Register  advertisements  are  15p  per  word,  minimum  £2.25  for  15  words, 
which  must  be  prepaid  and  sent  to  the  Advertisement  Manager, 
THE  CONNOISSEUR,  CHESTERGATE  HOUSE,  VAUXHALL  BRIDGE 
ROAD,  LONDON,  SWIV  1HF.  (01-834  2331).  Addresses  or  Box 
Numbers  must  be  inserted  and  replies  to  the  latter  should  be  clearly 
marked  with  the  Box  Number.  The  Proprietors  of  The  Connoi  reur  accept 
no  responsibility  for  any  sales  effected. 
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]Q  oraanjBItrams 

8-10  HANS  ROAD,  KNIGHTSBRIDGE, 
LONDON,   S.W.3.       Telephone:  01-589  5266/7 

Member  of  the  British  Antique  Dealers'  Association 


STAND  No.  47 


Above    A  very  elegant  early  Regency  sofa  writing  table  in  faded  rosewood  with  gilt  brass  enrichments. 
Circa  1795. 

Length  49  inches,  Depth  32  inches,  Height  28^  inches. 

Right    A  very  fine  PAIR  ofChippendale  period  mahogany  and  parcel  gilt  Gainsboro'  armchairs. 
Circa  1760. 

Height  of  back  3  8  inches,  Height  of  seat  17!  inches,  Width  of  seat  27  inches. 

From  the  collection  of  the  tenth  Duke  of  Leeds,  Hornby  Castle,  Yorkshire.  An  armchair  also  from 
Hornby  Castle  and  almost  certainly  by  the  same  maker  is  illustrated  in  the  Dictionary  of  English 
Furniture  (Revised  edition),  Volume  1,  page  289,  figure  199. 


I      Ricci  Paintings  in  a  Florentine  Palaz  z  o 
250th  Anniversary  of  Reynolds' Birt  h 
Exeter  Silver/Japonisme' in  French  Ceramics 


I 


rides 


London 


179/180  SLOANE  STREET,  S.W.I 

Telephone:  01-235  3080 


Regency  mahogany  drum  table  on  carved  centre  pillar  on 
triangular  base  with  reeded  bun  feet. 
4  drawers  and  4  dummy  drawers. 
Top  of  golden  vellum  green  leather  with  gilt  tooling. 
3'  8"  in  diameter. 


T.  CROWTHER  &  SOSfe 


(T.  CROWTHER  &  SON  LTD.) 

282  North  End  Road,  Fulham,  London,  S.W.6 

Cables:  Antiquity,  London. 

Please  note:  We  close  at  12.30  p.m.  on  Saturdays 


Telephone:  01-385  I3^-,7,^E 


Sep 

>£P  26 

OCT  *f 

JUL  1  0  1973  ^  w 


LEGEND: 

A  Fine  and  Important  Irish  18th  Century 
Carved  Statuary  and  Siena 
Marble  Chimney  piece.  Circa  1780. 

SIZES: 

Length  of  Shelf  6'  5" 

Total  Height  4'  10" 

Opening  Width  3'  lij" 

Opening  Height  3'  7" 
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FINE  ANTIQUE  FURNITURE  AND  IV01 


A  Superb  English  18th  Centur) 
Carved  Giltwood  Mirror,  the 
frame  delicately  carved  with 
fruiting  vines. 

Circa  1770. 
Height  52" 
Width  27" 


REDBURN  (ANTIQUES) 
49  BROOK  STREET,  LONDON, 

ties  may  be  made  to  W.I. -TEL  — 629  5460 

f£*S  HaZa,  New  York  l°  ^  ba"r0°m  »f  Claridge*.  Hotel 

CABLES  REDT1QUE,  LONDON,  W.i.  ^Zttfi 


Tel:  (Area  Code  212)  489-6600 


The  Connoisseur  in  August 


Our  contributors  in  this  July  issue  include: 
Jeffery  Daniels 

Curator.  GcrFrye  Museum,  London. 

David  Mannings 

Department  of  History  of  Art, 

University  oi  Aberdeen. 

William  H.  Peek 
Curator  of  Ancient  Art, 
The  Detroit  Institute  of  Arts. 

Gabriel  P.  Weisberg 

Associate  Piofcssor  Art  History, 

University  of  Cincinnati. 


July  cover 

SEBASTIANO  RICCI  (1659-I734). 

The  Taming  of  Cupid, 
oil  on  canvas. 

The  centrepiece  of  the  ceiling  of  Room  3. 
Paia;::o  Marucelli,  Florence,  Italy. 


Kindred  Spirits  in  Scotland:  Turner  and  Scott 

by  Gerald  E.  Finley. 

J.  M.  W.  Turner  was  engaged  to  illustrate  works  by  or  about 
Sir  Walter  Scott  over  a  period  of  some  twenty  years. 
After  an  initial  uneasy  partnership  they  were  to  establish 
a  bond  of  spiritual  kinship. 

International  Glasgow 

by  Elizabeth  Bird. 

The  Glasgow  School  was  strongly  influenced  by  European 
and  Eastern  styles  in  their  ideal  towards  uniting  realistic 
truth  with  decorative  beauty  -  with  the  result  that  the  majority 
were  to  gain  recognition  abroad  that  was  never  to  be 
accorded  to  them  at  home. 

A  New  Year's  Gift  from  the  Princess  Elizabeth 

by  Margaret  H.  Swain. 

In  1544  the  eleven  years  old  Princess  Elizabeth  was  to 
present  a  small  volume,  written  out  and  bound  by  herself, 
to  her  stepmother,  Henry  vin's  sixth  wife,  Katherine  Parr. 
The  book,  a  translation  from  Calvin,  is  now  in  the  Scottish 
Record  Office  in  Edinburgh. 

Mauchline  Ware 

by  J.  S.  Buist. 

A  small  town  in  Ayrshire  was  to  become  renowned  in  the 
1 820's  for  its  export  of  souvenirs.  The  airtight  boxes,  made 
in  various  forms  and  mainly  from  sycamore,  were  decorated 
with  clan  tartans  or  transferred  engravings  of  Scottish  scenes. 

Roubiliac's  Statue  of  Lord  President  Forbes 

by  John  Pinkerton. 

A  grateful  Faculty  of  Advocates  resolved  to  erect  'a  Marble 
Statue  as  large  as  the  life'  in  memory  of  Lord  President  Forbes. 
Roubiliac  was  commissioned  when  at  the  height  of  his  powers 
and  the  most  prominent  sculptor  in  Britain.  The  statue  now 
stands  in  Parliament  Hall,  Edinburgh. 

Remembering  Charles  Rennie  Mackintosh 

by  June  Bedjord  and  Ivor  Davies. 

Mrs.  Mary  Sturrock,  daughter  of  F.  H.  Newbery,  artist  and 
former  head  of  the  Glasgow  School  of  Art,  recounts  her 
parents'  friendship  and  patronage  of  Charles  Rennie 
Mackintosh. 

Patrick  Robertson's  tea  urn  and  the  late  eighteenth 
century  Edinburgh  silver  trade 

by  Malcolm  Baker. 

The  patronage  of  English-made  silver  and  plated  ware 
inevitably  led  to  the  prominent  Edinburgh  silversmiths, 
such  as  Patrick  Robertson,  first  to  import  the  most  fashionable 
styles  and  then  succumb  to  the  influence  on  their  own  designs. 

The  Rise  and  Decline  of  an  Edinburgh  Cabinet-maker 

by  Francis  Bamford. 

The  firm  of  Young  and  Trotter  were  to  hold  the  pre-eminent 
place  among  the  cabinet-makers  of  Scotland  for  nearly 
fifty  years  from  1788.  They  may  well  have  been  responsible 
for  originating  the  popular  'Cockpen'  or  'Chinese'  chairs  and 
that  these  established  the  firm's  reputation  as  furniture-makers. 
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BV  APPOINTMENT 
ANTIQUE  DEALER 
TO  H.M.  QUEEN 
ELIZABETH  THF 
QUEEN  MOTHER 


BV  APPOINTMENT 
ANTIQUE  DEALER 
TO  THE  LATE 
QUEEN  MARY 


c%3^e  and  Conti?wnta£  cJilife^,  o/Pliniaii 

Antique  ^eu>e£6,  o/?wj^-2}oxe6 


A  fine  pair  of"  XVIII  Century  German  Silver  Gilt 
Tazze  by  Johann  Erhard  Hcnglin  II,  Augsburg  1713/15. 
Diameter  of  each  10-4  inches. 


An  example  from  our  Collection  of  Antique  Continental  Silver. 


******  *Ut 

(A) 


Valuations  for  Probate,  Insurance  and  Division 

Telephone:  01-629  6261    Telegraphic  Address  "Enclose  London  W.V 


I 


E.4C.T.  Koopman  &  Son  Ltd. 


RUSSIAN  WORKS  OF  ART 


Russian  Enamel  Bowl  and  Stand. 
By  Ovtchinnikoff. 


Russian  Salt  Box. 
By  Ovtchinnikoff. 


Russian  Enamelled  Kovsh. 
Johan  V.  Aarno. 


Russian  Tea  Holder. 
Gustav  Klingert. 


Austrian  Enamelled  and 
Rock  Crystal  Casket  Vienna.  Circa  1840. 


JOHN  DALTON  HOUSE, 
4  JOHN  DALTON  STREET, 
MANCHESTER  M2  6JP 

Tel :  061  -834  2420  &  061  -832  9036 


E.  &  C.  T.  Koopman  &  Son  Ltd., 

(The  Provincial  Antique  Silver  Co.) 

53-65  CHANCERY  LANE, 
LONDON  W.C.2. 
Tel :  01  -242  7624  &  01  -242  8365 


FINE  FURNITURE  &  SILVER 


JOHN  BELL  OF  ABERDEEN 


An  Antique  Hepplewhite  mahogany  An  attractive  Sheraton  mahogany  chest  of  drawers        An  Antique  Georgian  mahogany  Raeburn 

armchair  with  finely  carved  shield  shaped       with  shaped  serpentine  front  and  four  full  length  pine  armchair  with  finely  shaped  arms, 

back.  It  is  presently  covered  in  red  tapestry.  lined  drawers.  square  legs  and  original  stretchers. 

Length  45  inches,  depth  at  centre  27^  inches, 
height  36  inches. 


A  very  unusual  George  III  Silver  Pen  Tray  by  Hester  Bateman  and  bearing  An  extremely  rare  early  George  II  Scottish  Silver  bullet  shaped  Teapot 
the  crest  of  the  Davie  family.  It  is      inches  long  and  weighs  3J  ounces,    with  its  original  stand.  It  was  made  by  James  Ker  in  Edinburgh  in  the  year 

1728,  and  it  has  an  aggregate  weight  of  31  ounces. 


A  valuation  by  our  professional 
valuers  will  not  only  ensure 
financial  protection  for  your  fine 
furniture,  pictures,  silver, 
porcelain  and  all  other  works 
of  art,  but  ALL  your  household 
effects. 

It  will  substantiate 
any  claims  you  may 
wish  to  'r]})d'i 


make  in  the  event  of  loss  by 
burglary  or  fire,  or  any  other 

cause. 

Our  valuations  are  accepted 
by  insurance  companies 
and  Lloyds  Underwriters. 
Write  now  for  further 
particulars — tomorrow  may 
be  too  late. 


FRENCH  BRONZE  EARLY  18th  CENTURY 


Gurr  Johns  &  Angier  Bird  Ltd. 

Valuers 

50  Pall  Mall,  London,  SW1 Y  5 LA.  Telephone  01  -930  3068 

Branches  at  Maidenhead  and  York 


8    The  Connoisseur,  July,  1973 


JEREMY  LTD, 


255  KING'S  ROAD,  CHELSEA,  LONDON,  S.W.3 

Telephone:  01-352  0644  .... 

m  oco  010-7  Cables:  ieremioue,  i.ondon,  s.w.'' 

OPEN  ALL  DAY  SATURDAY 

Members  of  The  British  Antique  Dealers'  Association  Ltd. 
FINEST  ENGLISH  AND  FRENCH  FURNITURE 


If  In  11  :  r 

f JII  M 


glish,  third  quarter  of  the  18th  century. 
1  extremely  fine  quality  breakfront  secretaire 
okcase  of  pleasing  proportions  executed  in 
ectec.  faded  and  figured  Cuban  mahogany,  the 
twers  still  retaining  all  the  original  brasses. 

MENSIONS: 

Maximum  Height:  8'  9|" 

Maximum  Width:  6'  0" 

Maximum  Depth:  2'  0" 


111  PB  PI  P 

B  Jl  Ml  H  L  1 

f  s#J       J  K  Jl  |®,-  X 


We  specialise  in  Antiques  of  the  highest  quality.  Every  article  in  our  inventory  is  photographed.  Should  you  have  any  special   requirements  do 
not  hesitate  to  let  us  know  and  we  will  forward  photographs  and  complete  descriptions  by  return.  This  service  is  for  assistance.  Please  use  it. 
Our  collection  tastefully  displayed  in  nine  showrooms  is  never  more  than  15  minutes  from  any  leading  London  hotel.  Honour  us  with  a  visit.  Our  aim  is 
your  satisfaction. 


INTERNATIONAL  ART  TREASURES  EXHIBITION 


the  Assembly  Rooms 

BATH 

nth  August  to  8th  September,  1973 

INCLUDING  SUNDAYS 


*i  ***** 

1  »•> 


Beneath  the  five  magnificent  chandeliers  in  the  Ballroom  of  the  Assembly  Rooms 
are  to  be  displayed  rare  and  beautiful  Works  of  Art  from  members  of  The  British 
Antique  Dealers'  Association  and  from  members  of  the  other  Associations  included 
in  the  Confederation  International  des  Negociants  en  Oeuvres  d'Art.  In  this  splendid 
1 8th  century  setting  will  be  presented  a  complete  cross-section  of  the  various 
categories  which  comprise  the  world  of  art  with  their  immense  diversity  of  styles 
and  periods,  which  are  handled  by  dealers  across  the  world. 
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RICHARD  GREEN 


Henri  Le  Sidaner 

La  Nappe  Rose 

Signed 

Canvas:  28^  x  36J  inches 


A 


APPRAISERS 

H.  □.  MCNIERNEY,  STALKER  &  BODS,  INC. 

975    EAST    MAPLE  ROAD 

BIRMINGHAM,    MICHIGAN  48011 

ON  THE  PREMISES 
PUBLIC  AUCTION 

Important  English  Furniture,  Antique  Porcelains,  Panelling, 
Fireplaces  and  Chandeliers, 
1916  Stutz  Touring  Car 

THE  ESTATE  OF  ALFRED  R.  GLANCY,  JR. 

73  5  Lake  Shore  Road,  Grosse  Pointe  Shores,  Michigan 

Including  important  pair  of  Meissen  swans,  attributed  to  J.  J.  Kandler;  important  blue  and  white  pomegranate  tureen  and  stand, 
circa  1775;  Famille  Verte  figure  of  a  seated  Lohan,  K'ang  Hsi  Period  (1662-1722);  important  covered  lotus  tureen  and  bowl; 
Chelsea  Flower  plates  and  sweetmeat  dishes ;  Dorothy  Doughty  porcelain  bird  models ;  Worcester ;  Dr.  Wall  Period ;  Wedgwood ; 
very  fine  Georgian  and  American  Furniture;  Paintings;  Silver;  etc. 

This  magnificent  English  manor  house  is  to  be  raised  and  therefore  included  in  the  sale  will  be  all  of  its  appurtenances  including 
its  panelling,  great  staircase,  carved  wood  and  marble  fireplaces,  chandeliers,  sconces,  etc. 

Sale  Dates:  Saturday,  July  21,  1973  and  Sunday,  July  22,  1973  at  11.00  a.m.  precisely  each  day 
Exhibition:  Thursday,  July  19,  1973  and  Friday,  July  20, 1973  at  10.00  a.m.  -  4.00  p.m.  each  day 

Admission  charge  to  exhibition  $2.00 
Admission  to  sale  by  catalogue  only  (catalogue  admits  two) 
Illustrated  catalogue  $6.50  postage  paid 

Sale  conducted  by: 

H.  O.  McNierney,  Stalker  &  Boos,  Inc.,  975  East  Maple  Road,  Birmingham,  Michigan  48011.  313-646-4560 


Chelsea  Flower  sweetmeat  dishes  18th  century  Chelsea  Flower  plates,  18fh  century 


APPRAISERS 
H.  □.  MCNIERNEY,   STALKER  &  BDOS,  INC. 
975    EAST    MAPLE  ROAD 
BIRMINGHAM,    MICHIGAN  48Q11 


Famille  Verte  figure  of  a  seated  Lohan, 
K'ang  Hsi  period  (1662-1722) 


S 


— 


Pair  of  Meissen  Swans,  attributed  to  J.  J.  Kandlcr 


Very  fine  George  HI  satinwood  inlaid  Side  Table  (one  of  a  pair) 


Early  Georgian  Gilt  Wood  and  Walnut  Secretaire 
cabinet 


The  Glancy  Residence 


Silver  by 

Paul  Storr 

A  silver-gilt  Centrepiece  by  the 
celebrated  craftsman,  and  dating  from 
the  reign  of  George  III,  1812. 
The  height  is  17  inches. 


GAR  RAR  D 

The  Crown  Jewellers 


i 
I 


BRIAN  KOETSER  GALLERY 

38  DUKE  STREET,  ST.  JAMES'S,  LONDON  S.W.i  TEL:  01-930  6309 


A  SELECTION  OF  DUTCH  AND  FLEMISH  PAINTINGS 


VICTORIAN  VIRTUOSITY 
BY  THE  FOX  FAMILY 

The  firm  founded  by  Charles  Fox  in  i  804  and  continued  by  his 
son,  also  Charles,  and  his  grandsons  Charles  and  George, 
maintained  a  prominent  position  in  the  London  trade 
throughout  the  Victorian  period,  especially  noted  for  their 
finely  modelled  cast  silverwares. 


Silver-gilt  centrepiece  made  by  Charles  Fox  II  in 
1840  jeatures  a  swirling  cone  tapering  above  the  four 
leaj-shaped  sweetmeat  dishes.  This  charming  jantasy 
in  the  revived  rococo  style  is  8  in.  high,  weighs  lg  oz. 


Charming  fantasy  again  -  a  pair  of  silver-gilt  cast 
candlesticks  by  Charles  T.  and  George  Fox  based 
on  18th  century  Chelsea  porcelain  originals.  Made 
in  1848,  they  arc  7I  in.  high  and  weigh  29  oz. 

A  change  oj  key  for  a  pair  of  unusual  octagonal  covered 
butter  dishes  and  stands,  delicately  engraved  with  deep 
borders  of  foliate  scrolls  and  strapwork.  Made  in  184$ 
by  Charles  T.  and  George  Fox,  they  weigh  27  oz.  5  dwts. 


To  grace  the  table  at  a  hunt  breakfast,  a  pair  of  cruets 
with  silver-mounted  mustard  pots  and  pepper  casters,  and 
silver  cup-shaped  bead-edge  salts  on  trefoil  stands  with 
ball  feet.  Made  by  George  Fox  in  1877,  they  weigh  75  oz. 


I  me  silver  for  the  collector  jrom 

C<  SIMON  KAYE  LTD. 

1     ALBEMARLE  STREET  .  PICC  ADILLY  .  LONDON  \\  I 

JLm.  Telephone  01-493  7658 

In  association  with 

/.  Freeman  <Sl  Son  Inc  .  12  East  52nd  Street  .  New  York  NY  10022.    Telephone  7^9-6900 

Members  of  the  Art  &_  Antique  Dealer's  League  of  America  Inc. 


Fortnum  &  Mason 


An  important  pair  of  Walnut  writing  chairs.    English  circa  1  720. 
Fine  Mahoganyserpentine  triple  top  Games  Table.   English  circa  1  770. 

Fortnum  &•  Mason  Ltd  Piccadilly  London  W1 A  1  ER  01-734  8040 


STOucn 

Diamond  &  Fine  Art  Co.  Ltd. 

3$-  Brook  Street,  Mayfair, 
London  Wi. 

Telephone  01-499  0921 


also  at 
43  High  Street, 
Hoddesdon,  Herts. 
(Hoddesdon  64545) 


and  8  Bath  Street, 
St.  Helier, 
Jersey,  C.I. 
(Jersey  Central  34689) 


An  unusual  attractive  Regency  Period  work 
table  in  rosewood  with  ormolu  mounts. 
Fitted  with  chessboard,  reading  slope 
(reversible)  and  backgammon  inside. 
Circa  1820. 

28"  length    16J"  depth    29"  height 


D.  M.  fa  P 


69  UPPER  BERKELEY  STREET 
PORTMAN  SQUARE 
LONDON,  W1H  7DH. 

Telephone:  01  -723  6595. 


MAN  HELM 


^»   .     (£n/7<me4ii  - 

Member  of  The  British  Antique  Dealers1  Association  Ltd. 

Proprietor:  Peter  Manheim 

Open  by  Appointment 


Inland  Telegrams: 
Vivantique  London  W.1. 


Cable  Address: 
Vivantique  London  W.1. 


BILSTON  ENAMEL 
CIRCA  1770. 

Left:      Etui,  royal-blue, ground,  painted 
tulip  and  sprays  of  flowers  in 
colour  on  white  reserves  with 
gilding.  3  V  long. 

Centre:  Scent-bottle  case,  white  ground 
with  raised  flowers  and  grapes  in 
pastel  colours.  2f "  long. 

Right:    Etui,  brilliant  emerald-green  with 
coloured  flowers  and  gilding. 
3i"  long- 
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PAINTINGS  BY 

JAN  CYBIS 

1897  1972 


Still-Life  with  a  Bunch  of  Yellow  Flowers.  1  971 ,  81  x  qU  cm 
Oil  on  canvas,  signed 

Illustrated  catalogue  (1 00  illustrations,  1 0  in  colour)  available  on  request" $7. 

ART  GALLERY  -  ANTIQUES 

C.  BEDNARCZYK 

A-1010  VIENNA,  DOROTHEERGASSE  12 
TELEPHONE  52  44  45 


1Q 


■       The  Art  of 

the  Amish  Quilt 

I860  -  1920 

EXHIBITION  &)  SALE 
July  11  -  August  3 


Amish  quilts  are  one  of  the  rarest  and  most  vital 
expressions  of  American  primitive  art. 

These  quilts  were  made  in  rural  Pennsylvania, 
Ohio,  and  Indiana  by  women  completely  un- 
schooled in  the  sophistications  of  modern  design, 
and  yet  they  have  extraordinarily  profound  force 
as  abstract  art. 

The  subtleties  of  design  and  colour  value  in 
Amish  quilts  may  be  viewed  as  the  naive  proto- 
type for  contemporary  Hard  Edge  and  Op  Art. 

The  quilts  are  beautifully  suited  for  framing  or 
use  as  bed  covers. 

In  addition  to  Amish  Quilts,  you  will  find  a 
carefully-selected  stock  of  fine  American  patch- 
work and  applique  quilts. 

GEORGE  E.  SCHOELLKOPF 

1065  Madison  Ave.  (between  80th  and  81st  Sts.)  New  York  10028  •  (212)  879-3672 


Canvas  size 
30"  x  38" 


Outside  frame 
36" x  44" 


"The  Spinners" 
Rudolph  Ernst 
1854-1920 

FREDERICK  TIIOM  GALLERIES 

194  Bloor  Street  West 
(just  west  of  Park  Plaza  Hotel) 
Toronto  191,  Canada 

Telephone:  921-3522 
Area  Code:  416 


When  in  Toronto, 
visit  our  extensive  galleries. 
Specializing  in  nineteenth- 
century  paintings  by 
recorded  artists. 


including  works  by: 

E.  Amilotte,  H.  Andrews,  D.  A.  C.  Artz,  Ladislaus  Bakalowicz, 

S.  W.  Bakalowicz,  C.  T.  Bale,  F.  Beda,  C.  E.  Boutibonne, 

Fabius  Brest,  Alexander  Cabanel,  Jan  van  Chelminski, 

Ivan  F.  Choultse,  William  Cresswell,  J.  H.  De  Haas,  Bernard  de  Hoog. 

Ed.  Debat-Ponsan,  Edouard  Detaille,  Diaz,  Suzanne  Eisendieck, 

Rudolph  Ernst,  William  Etty,  R.A.,  Edouard  Frere,  Frederick  Goodall, 

A.  M.  Gorter,  Peter  Graham,  R.A.,  Gordon  Grant,  Paul  Grolleron, 

J.  J.  Henner,  Joseph  Highmore,  J.  J.  Hill,  Thomas  Hudson,  R.A., 

Victor  Huguet,  Chas.  Hunt,  David  James,  F.  H.  Kaemmerer, 

Ivan  Kowalski,  Landseer,  Jean  Lazerges,  F.  van  Leemputten, 

R.  Lefervre,  Henri  LeSur,  E.  van  Marke,  J.  C.  Meissonier, 

V.  M.  Milton,  Franz  Moormans,  Fred  Morgan,  Albert  Neuhuys, 

Erskine  Nicol,  R.A.,  Sir  W.  Q.  Orchardson,  R.A.,  William  Owen, 

John  Pettie,  R.A.,  Leon  Richet,  Ferdinand  Roybet,  W.  Dendy  Sadler, 

J.  Scherrewitz,  Abraham  Solomon,  A.  Toulmouche,  Frans  Verhas, 

Horatio  Walker,  Felix  Ziem,  and  others. 
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ASPREY  &  CO.  LTD..  165/163  NFW  ROXin  street  I  OMnoM  \a/i  v  dad  tci 


METRO 


80  EAST  11th  STREET 
NEW  YORK.  NY  10003 
(212)  673-3510 


Exporters  to  Britain 
and  the  Continent 


SPANISH,  SEVENTEENTH  CENTURY 
30  inches  x  54  inches 


MISIRKSS  ABIGAIL  TRILLING 


Lightly  fingering  her  Baroque 
Ilute,  Abigail  plays  a  passage 
from  a  concerto.  The  flute  was 
extremely  popular  in  the  18th 
century  and  was  one  of  14  instru- 
ments included  in  the  first  sym- 
phony orchestra  in  America. 
$300.  Limited  to  50  Bronzes. 
6 high 


Colonial  Bronzes 

by 

DOUGLAS  W.  DOWNS 


Captured  in  bronze  is  the  feeling  of  the  American  colonial  spirit 
as  expressed  in  the  everyday  moments  of  its  people.  WAKE- 
FIELD-SCEARCE  GALLERIES  is  proud  to  present  the  imag- 
inary characters  of  Douglas  Downs,  which  have  been  meticu- 
lously researched  for  accuracy  of  authentic  costumes  and 
props. 

An  illustrated  booklet  is  available  on  request. 


Why  Not  Spend  A  Pleasant  Day  or  Two  in  the  Country? 

Located  in  Historic  Science  Hill,  one  of  the  oldest  buildings 
in  Kentucky,  Wakefield  Scearce  Galleries  invites  you  to  visit 
and  see  one  of  the  largest  collections  of  fine  English  antique 
furniture,  rare  and  unusual  silver  and  porcelain,  as  well  as 
decorative  accessories. 

Come  and  enjoy  the  day,  then  lunch  or  have  dinner  at  the 
Inn  located  under  the  same  roof. 


Wakefield-Scearce  Galleries 


MELODIC  MUSING 


By  the  1770's,  the 
placed  the  viola  da  ga 
favorite  instrument  on 
play  the  bass.  Our 
mellow,  sonorous 
knows  where  his  imagi 
transported  him.  $31  ~ 
to  50  bronzes.  5%"  high 


DIRECT  IMPORTERS 


Our  latest  catalogue,  $1.00 


Historic  Science  Hill,  Washington  Street  Shelbyville,  Kentucky  40065 
on  BOTH  main  roads  (U.S.  60  &  1-6 J,)  between  Louisville  and  Lexington 
Open  every  day  9  a.m.  —  5  p.m.  Closed  Sundays.  (502)  ME  S-U382 


Off  the  Swedish  Coast  ALFRED  WAHLBERG  Signed 

Canvas:  24^  x  39  ins.  (62  x  99  cms.)  Framed:  3  1  x  45  ins.  (79  x  114  cms.) 


I87O-I973 

M.  NEWMAN  LTD. 

Members  of  the  British  Antique  Dealers'  Association  Ltd. 

43a  DUKE  STREET,  ST.  JAMES'S  &  1/5  RYDER  STREET,  LONDON,  SWi 

Telephone:  01-930  6068/9  Telegraphic  address:  NEWPIC,  LONDON,  SWi 


EXHIBITION  OF  MASTER  DRAWINGS 


Francesco  Guardi 


Pen  &  wash  126  x  142  mm. 
A  Venetian  Courtyard 


Presented  by 
ADOLPHE  STEIN 

3rd  July  -  19th  July  1973 

(Weekdays  40.30  -  6,  Saturdays  10.30  -  12.30) 


at  the 

H.  TERRY-ENGELL  GALLERY 

8  Bury  Street,  St.  James's 

London  SWiY  6AB 
Telephone:  01-839  2606 


BIGGS 


of 

MAIDENH  E  A  D 

(F.  R.  &  M.  H.  STAMP) 


EST.  1866 
Over  100  years 
of  fine  dealing. 


Rare  1 8th  century  tambour  writing  bureau 
in  finely  figured  mahogany. 
Height  3«2"  (98.5  cms),  width  37J"  (94.5  cms),  depth  28|"  (72.5  cms). 

Open  Tuesday  to  Saturday,  Closed  Monday 
Hare  Hatch  Grange,  nr.  Twyford,  Berks. 
Telephone:  Wargrave  (STD  0735  22)  3281 
(Leave  M4  at  Junction  No.  9) 


18th  CENTURY  WHITE  JADE  VESSEL 
Chinese  Scholar's  desk  accoutrement  in  the  form  of  an 
animalistic  Water  Dropper.  Stylized  Dragon-head  carving  on 
the  three  legs.  Beautifully  carved  cover  and  matching  stand. 
Height  including  the  1"  stand,  6i".  Ch'ien  Lung  (1736-1795). 

FU-MING-FAIR 

MAINLAND.  PENNSYLVANIA  19451 
(1 9  mi.  from  Phila.  at  Lansdale  Exit  of  Pa.  N.E.  Extension) 
By  appointment  please.  Phone  (21 5)  723-3949 
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A  very  fine  George  II  salver,  made  in  London  in  1736  by  John  Tuite.  Diameter,  io\" ';  Weight,  24  ounces,  with  three  scroll  feet. 
An  excellent  example  of  the  Jiat  chasing  of  the  period  with  contemporary  coat-of-arms. 

Antique  English  Silver 

CHOICE  GEORGIAN  HOLLOWARE  AND  COLLECTORS'  PIECES 
LARGE  SELECTION  OF  FLATWARE  INCLUDING  COMPLETE  TABLE  SERVICES 
Illustrated  catalogue  available  in  the  United  States  -All  mail  orders  sent  on  approval 


Open  Tuesday  through  Saturday,  10  to  5 
Closed  Saturdays  in  summer  and  all  of  January  and  August. 

The  UON  MRRK 

^Antique  English  5iii;er 
^Antique  jewelry 

554  Lincoln  Avenue,  Post  Office  Box  276,  Winnetka,  Illinois  60093 
Phone  312-446-8448  •  Charles  W.  Packer  •  Virginia  W.  Packer 
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MAURICE  DE 
VLAMINCK 

(1876-1958) 
"Rue  de  Village 
sous  la  Neige" 
1935 

Canvas  size 
20" x  24" 


RAOUL  DUFY 

(1877-1953) 
"Nu  dans  L'Atelier" 
Canvas  size 
15i"  x  181" 


IMPORTANT  CANADIAN  AND 
FRENCH  PAINTINGS 


WALTER  KLINKHOFF  GALLERY 


1200  SHERBROOKE  ST.  WEST 


MONTREAL,  P.Q. 


1 8th  cent.  Chinese  Export  bowl  -  11^"  in  diameter. 
Interior  has  a  2"  rouge  diaper  border  featuring  a  flower 
in  bottom  centre. 


CHARLES  &  ANN  BAUMANN 
449  Westminster  Avenue, 
Elizabeth,  N.  J.  07208. 

212-SA  2-6586  (weekdays) 

201  -EL  4-0535  ( weekends  and  evenings) 


FOR  SALE 

ANCIENT  and  ANTIQUE 
BELL  COLLECTION 


90  EXHIBITS  OF 
RARE  AND  EXOTIC 
WOODEN,  METALLIC,  CERAMIC 
AND  PELTED 
PERCUSSIVE  INSTRUMENTS 


Descriptive  brochure  $5.00 
Photographs  available  to  negotiant  $20.00 
(Deductible  from  purchase  price) 
Available  for  inspection 


To  be  sold  as  a  collection:  65,000  U.S.  Dollars 


John  Klein,  Rahns,  Pennsylvania  19426,  U.S.A. 

(Located  in  south  eastern  Pennsylvania 
within  the  Philadelphia  area) 
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BY  APPOINTMENT 
DEALERS  IN  ANTIQUE  FURNITURE  AND  WORKS  OF  ART 
TO  THE  LATE  QUEEN  MARY 

M.  Harris  &  Sons 

ESTABLISHED  1868 


44I52  New  Oxford  Street,  London  WC1A  1ES 

Telephone:  01-636  2121  Telegrams:  Artisonne  London  WC1A  1ES 


A  very  rare  and  important  George  II  carved  giltwood 
and  gesso  Mirror  bearing  the  Coat  of  Arms  of  the 
Powell  family  of  Nanteous,  near  Aberystwyth,  N.Wales, 
having  a  swan  neck  pediment  and  shaped  base  with 
arabesques  and  shell  mouldings.  Fitted  with  scrolled 
brass  candle  holders. 
England,  circa  1740. 
Height:  4  ft.  10  ins.  Width:  3  ft.  1  in. 

(To  be  shown  at  the  coming  International  Art  Treasures 
Exhibition  at  Bath  from  11  th  August  to  8th September,  1973.) 


A  very  fine  bracket  clock  by  Julien  Leroy, 
circa  1750.  Height  28",  width  14",  depth  7". 
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HEIM 

SUMMER  EXHIBITION  1973 

PAINTINGS  AND  SCULPTURES 
OF  THE  ITALIAN  BAROQUE 


until  21st  September 


"Thetis  ordering  armour  for  Achilles"  by  Gaetano 
Gandolfi  (1734-1802),  canvas,  H.  190.5  cm. 
W.  141  cm.,  ex.  coll.  Comte  R.  de  Castlellane. 


59  Jermyn  Street,  St.  James's, 
London,  S.W.I. 
Also  in  Paris:  15  Avenue  Matignon,  Paris  VIII 


Cables:  Heimgal, 
London,  S.W.I. 


Custom-  made  Vitrines 
to  display 
and  protect  your 
collector 
art  treasures 


Hand-craftsmanship  becomes  an  art  in  itself  in  these  beautiful 
vitrines,  creatively  designed  to  complement,  enhance  and 
protect  the  charm  of  your  Boehm,  Cybis,  Doulton,  Ispanky  and 
other  treasured  collector  works  of  art.  Send  for  descriptive 
brochure,  how-to-order  information,  prices  for  lighted,  mirrored, 
other  custom-made  model  variations.  Exclusively  at 
Zell  Bros,  of  Portland,  Oregon. 

Zell  Bros 

phone  503-227-8471 

MORRISON  AT  PARK  AVENUE  •  PORTLAND,  OREGON  97205 


We  desire  to  purchase,  for  cash,  important 
examples  by  the  following  artists: 

William  Merritt  Chase 
Marin  J.  Heade 
Eastman  Johnson 
Maurice  B.  Prendergast 
John  Singer  Sargent 

Please  send  a  photograph  along  with  all 
information  as  to  the  painting's  history 
along  with  your  price  requirements. 


MANN 
OALLERDES 

2951  South  Bayshore  Drive,  Sailboat  Key,  Penthouse  III, 
Miami,  Florida  33131  •  (305)  445-3737 


MING  VASE.  WAN  LI  1573-1619. 
BLUE  AND  WHITE.  HEIGHT  8±". 

Can  be  seen  in  London.  Private  Sale. 
Write  to  Box  No.  8669 
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25th  antique  dealers5  fair 

UNDER  THE  HIGH  PATRONAGE  OF  H.R.H.  PRINCE  BERNARD 

30  AUGUST  -  19  SEPTEMBER  1973  incl. 

PRINSENHOF  MUSEUM,  DELFT,  HOLLAND 

Open  on  weekdays  from  9.00  a.m.  to  5.00  p.m. 

On  Sundays  from  1.00  to  5.00  p.m.  and  also 

on  Tuesday  and  Thursday  evenings  from  7.00  to  10.00  p.m. 

For  all  information  please  apply  to 

Oude  Kunst-  en  Antiekbeurs,  708,  Amsterdam 
telephone  (020)  238904 


Deelnemers 

Participants 

AMSTERDAM 

(020) 

Alg.  Lthnogranca-  en  Kunsthandel 

Aalderink  B.V. 

Spiegelgracht  15 

230211 

A.  Aronson  &  D.  R.  Aronson 

Nwe  Spiegelstraat  39 

233103 

Kerkstraat  146 

233103 

J.  b .  H.  H.  Beekhuizen 

Nwe  Spiegelstraat  49 

63912 

Kunsthandel  P  Hp  Ropr  R  V 

FTprpntyra rn t     1  9 

236849  231285 

N.  D.  Bunschoten 

Staalkade  2 

244295 

Kunsthandel  J.  Denijs 

Nwe  Spiegelstraat  29/32 

243258 

Leidsegracht  48 

236431 

Kunsthandel  Gebr.  Douvves  B.V. 

Rokin  46 

236208 

Jacob  Gieling 

Nwe  Spiegelstraat  28 

235356 

Firma  Bernard  Houthakker  C.V. 

Rokin  98 

233939 

D.  W.  Kinebanian  B.V. 

Heiligeweg  35 

67019 

Firma  Joseph  M.  Morpurgo 

Rokin  108 

235883 

Nijstad  Anticjuairs  Lochem  B.V. 

KOKin  oo 

JO  JU 

Premsela  &  Hamburger 

Rokin  120 

249688  249689 

Mr.  H.  Schlichte  Bergen 

P.  C.  Hooftstraat  53 

793005 

Jacques  Schulman  B.V. 

Keizersgracht  448 

233380 

Bernhard  Stodel 

Rokin  70 

231692 

Salomon  Stodel 

Rokin  70 

231692 

BENNEBROEK 

(02502) 

Beets  &  Fontein 

Swartsenburgerlaan  4 

6310 

EINDHOVEN 

(040) 

Joan  Dirven 

Keizersgracht  15 

24889 • 

DEN  HAAG 

(070) 

A.  Aardewerk 

Jan  van  Nassaustraat  76 

240987 

G.  Cramer  Oude  Kunst 

Javastraat  38 

630758  630759 

Meyer  Elte  B.V. 

Korte  Poten  13 

639781 

S.  van  Leeuwen 

Noordeinde  164a 

605741 

IV  UY  (..III  <  M   kl.Llll  T'T'^ 

C.  J.  J.  Weegenaar 

Frederikstraat  12- 12a- 12b 

113472 

UA  ART  FlVf 

A  van  't  Hof 

Grote  Markt  23 

310704 

HFFMSTFDF 

11.  DiOKKc 

Z-andvoortselaan  93 

's-HERTOGENBOSCH 

(04100) 

VanderVen  &  VanderVen 

Achter  het  Sladhuis  4 

46251 

LEEUWARDEN 

(05100) 

A.  C.  Beeling  &  Zn.  B.V. 

Nieuwestad  91 

36325 

LENT  bij  Nijmegen 

(080) 

J.J.  T.  M.  Bless 

Begijnenstraat  20 

554560 

ROTTERDAM 

(010) 

C.  P.  A.  &  G.  R.  Castendijk 

Mecklenburglaan  51 

138937 

E.  van  Dam 

Henegouwerlaan  34 

125556 

Charles  van  der  Heyden 

Westersingel  21 

360342 

SINT  MICHIELSGESTEL 

(04105) 

J.  Stender  &  Zn.  B.V. 

Nieuwstraat  1 

2201 

TILBURG 

(013) 

Peters'  Oude  Kunst 

Spoorlaan  438 

421792 

ZALTBOMMEL 

(04180) 

Th.  Laurentius 

Oenselsestraat  15 

3515 

BERRY- HILL  GALLERIES 


743  FIFTH  AVENUE,  N.Y.,  N.Y.,  10022 
(212)  753-8130  Cables  BERRYHILL  N.Y. 


JAMES  RADCLIFFE,  Earl  of  Derwentwater 
(1689-1716) 
by  Sir  Godfrey  Kneller,  1712 

Oil  on  oval  canvas,  30"  x  25".  Signed  and  dated. 

Brilliantly  colorful;  red  coat, 
blue  vest  with  gold  lacings. 

James  Radcliffe,  "Handsome  Derwentwater" 
as  he  was  called,  was  an  intimate  of 
Prince  James  Edward,  the  Old  Pretender. 
He  took  part  in  the  Stuart  uprising  of  1715 
and  was  beheaded  in  1716. 

A  biography  was  written  by  Major  Francis  Skeet 
(1929)  and  his  history  is  in  "The  Book  of 
the  Radcliff es"  by  C.  P.  Hampson  ( 1940) . 


ANTIQUES  AND  WORKS  OF  ART 


i6th  Century  Plate 
by 

Bernard  Pallisey 
This  plate  has  the  label  of  the 
Art  Treasures  Exhibition  Museum 


Limited  edition  of  100  Suites  in  silver  and  gilt,  and  10  in  18  carat  gold. 
Officially  commissioned  for  the  1373  Charter  Celebrations. 


To  mark  a  double  event ;  the  granting  by 
Edward  III  of  County  Status,  first  ever 
to  a  provincial  borough,  and  its  removal 
exactly  600  years  later. 
This  splendidly  original  suite  is  in  silver 
and  hand-cut  Royal  Brierley  crystal, 
with  pure  gold  gilding  on  decorative 
surfaces.  Complete  suite  comprises  2 
claret  jugs,  2  coasters  and  8  goblets. 
Described  by  Judith  Banister  as  having 
"virtually  no  antecedent  in  antique 
English  silver.  Besides  its  obvious  in- 
vestment value  .  .  .  has  its  own  intrinsic 
appeal  to  fascinate  and  captivate  the 
collector." 

Individually  numbered  and  London 
hallmarked.  Design  incorporates  the 
historic  'Ship  &  Castle'  Bristol  mark.  It 
is  recommended  that,  for  investment, 


purchases  be  made  cither  as  pairs  or 
complete  sets. 

Prices  including  VAT:  Goblet  £75; 
Coaster  £115;  Jug  £250;  Complete 
suite  £1,250.  Jug  is  12J*  high,  goblet 
6£",  and  coaster  6§"  diameter. 

Full  colour  brochure  available  on 
request.  For  all  orders  and  further 
information  on  this  extremely 
limited  edition  write  to: 
The  Heritage  Collection 

Room  E2 
17,  Orchard  St.,  Bristol  I. 
Tel:  (0272)  23831 

U.S.A.  Office: 

1014  Madison  Avenue, 
New  York  10021 
Tel:  New  York  (212)  6281  200 


Rowland's  Antiques 

Route  202  -  Route  413 
Buckingham,  Bucks  County,  PA.  18912 
Telephone:  (215)  794-7611 

Member  of  The  National  Antique  and 
Art  Dealers'  Association  of  America,  Inc. 
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London  &  Provincial  Art  Dealers 


BROD  GALLERY 

24  ST.  JAMES'S  STREET. 
S.W.1 

01-839  3871/2 

CABLES:  RESTAFF.  LONDON 

Fine  Paintings  and 
Drawings 


BUCKINGHAM 
GALLERY 

9  OLD  BOND  STREET, 
LONDON,  W.1 
01-493  9331 
Permanently  in  stock 
works  by  Garbell,  Engelman, 
Lesieur,  Dodeigne,  Pelayo 


CLARGES  GALLERY 

5  CLARGES  ST.,  W.1 
01-629  3715 
Watercolours,  Drawings, 
Oil  Paintings,  British  School 
19th  and  20th  Centuries. 
Monday  to  Friday  i  0-5.30 


CRANE  ARTS 

321  KING'S  ROAD,  S.W.3 
01-352  5857 
English  and  American 
Primitive  Paintings,  Modern 
Naives 


CRANE  KALMAN 
GALLERY 

178  BROMPTON  ROAD. 
S.W.3 

01-584  7566 
20th  Century  Masters. 
Neglected  Painters, 
Younger  British  Artists 


DRIAN  GALLERIES 

5-7  PORCHESTER  PLACE, 
MARBLE  ARCH.  W.2 
01-723  9473 
Modern  Masters 


FERRERS 

9  PICCADILLY  ARCADE, 
ST.  JAMES'S.  S.W.1 
01-493  6948 
French  Paintings  and 
Drawingsfrom  1 700  to  1  900. 
Victorian  Paintings  and 
Art  Nouveau 


FINE  ART  SOCIETY 
LIMITED 

148  NEW  BOND  STREET, 
W.1 

01-629  5116 

British  Art  of  the  1 8th  to  20th 
Centuries. 

Paintings,  Watercolours, 
Drawings  and  Sculpture 


FORES  LTD. 

123  NEW  BOND  STREET. 
W.1 

01  -629  531 9 

CABLES:  SEROPICS.  LONDON 

Old  and  Modern  Sporting 
Paintings,  Drawings  and 
Prints 


FROST  &  REED  LTD. 

41  NEW  BOND  STREET, 
W.1 

01-629  2457 

CABLES:  PARNASSUS.  LONDON 

1  8th— 1  9th  Century  English 
and  Dutch  Paintings, 
Contemporary  English  and 
Modern  French  Paintings 


FRY 

58  JERMYN  STREET, 
ST.  JAMES'S.  S.W.1 
01-493  4496 

CABLES:  FRYART.  LONDON 

English  Watercolours  and 
Drawings  of  the  1 8th  and 
1  9th  Centuries 


GIMPEL  FILS  LTD. 

30  DAVIES  STREET, 
W.1 

01-493  2488 

CABLES:  GIMPELFILS.  LONDON 

20th  Century  and 
Contemporary  Paintings 
and  Sculpture 


GROSVENOR  GALLERY 

48-49  SOUTH  MOLTON 
STREET.  W.1 
01-629  0891 
20th  Century  Masters. 
Contemporary  Paintings. 
Sculpture  and  Graphics, 
specialising  in  Italian, 
Russian,  Czech  and  Chinese 
art.  (By  appointment  only) 


THE  HALLSBOROUGH 
GALLERY 

143  NEW  BOND  STREET. 
W1Y  9FD  01-499  1923 

CABLES:  PICTORIO.  LONDON  W.1 

Important  Old  Masters, 

1  9th-20th  Century  Paintings 


THE  HARLEQUIN 
GALLERY 

1  ST.  CHRISTOPHER'S 

PLACE,  WIGMORE 

STREET,  W.1 

01-935  2857 

Fine  Paintings,  all  schools 

17th  to  1  9th  Century 


1 
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London  &  Provincial  Art  Dealers 


HAZLITT  GALLERY  LTD. 

4  RYDER  STREET. 
ST.  JAMES'S.  S.W.1 
01-930  6821 

Italian  Painting  of  the  17th 
and  18th  Centuries,  French 
Painting  principally  of  the 
Barbizon  School 


HEIM 

59  JERMYN  STREET. 
ST.  JAMES'S.  S.W.1 
01-493  0688 

CABLES:  HEIMGAL.  LONDON 

Old  Master  Paintings  and 
Sculptures 


HERNER  WENGRAF 

OLD  MASTERS  GALLERIES 

62  SOUTH  AUDLEY  ST.. 
W.1 

01-629  0223 

CABLES:  OLDGALL.  LONDON 

Fine  Old  Masters  and 
1  9th  Century  Paintings 


ALAN  JACOBS  GALLERY 

15  MOTCOMB  STREET, 
BELGRAVE  SQUARE, 
LONDON.  S.W.1 
01-235  5944 

CABLES:  ARTJAC.  LONDON 

Fine  17th  Century  Dutch 
and  Flemish  Old  Master 
Paintings. 

Monday  -  Friday  10-5 
Saturday  10-1  or  by 
appointment 


HENRY  JACOBS 

174A  KENSINGTON 
CHURCH  STREET, 

(entrance  In  Kensington  Mall) 

LONDON  W.8 

01-229  2988 

19th  Century  English  and 

Continental  Paintings. 

Specialising  in  Dutch 

Paintings  of  the  Romantic 

School 


KAPLAN  GALLERY 

6  DUKE  STREET, 
ST.  JAMES'S,  S.W.1 
01-930  8665 
19th  &  20th  Century 
French  Paintings 


BRIAN  KOETSER 
GALLERY 

38  DUKE  STREET, 
ST.  JAMES'S,  S.W.1 
01-930  6309 

Old  Master  Paintings  of  the 
Dutch  and  Flemish  Schools, 
1 6th— 1 7th  Centuries 


LEFEVRE  GALLERY 

30  BRUTON  STREET,  W.1 
01-629  2250 
19th  and  20th  Century 
French  Paintings 


THE  LITTLE  GALLERY 

5  KENSINGTON  CHURCH 
WALK,  W.8 
01-937  8332 

Fine  quality  works  of  art  for 
the  small  collector,  Water- 
colours,  Drawings.  Oils 


MAAS  GALLERY 

15A  CLIFFORD  STREET, 
NEW  BOND  STREET,  W.1 
01-734  2302 
18th  and  19th  Century 
English  Paintings.  Drawings 
and  Watercolours 


MARLBOROUGH  FINE 
ART  LTD. 

39  OLD  BOND  STREET,  W.1 
01-629  5161 

CABLES:  BONDARTOS.  LONDON 

Fine  Impressionists  and 
20th  Century  Paintings, 
Drawings  and  Sculpture 


MARLBOROUGH 
GRAPHICS  LTD. 

17-18  OLD  BOND  ST.,  W.1 
01-629  5161 

CABLES:  BONDARTOS.  LONDON 

Contemporary  Graphics  and 
Multiples 


ROY  MILES 
FINE  PAINTINGS 

95  EATON  PLACE.  S.W.1 
01-235  4792 
Specialising  in  English 
pictures  of  the  1  7th 
and  1 8th  Centuries 
also  Dutch  and  Flemish 
Old  Masters 


MOTIF 

35  CONNAUGHT  STREET, 
W.2 

01-723  9477 
Multiples,  Lithographs, 
Graphic  Prints  and  Posters 
by  Leading  Contemporary 
Artists 


JAMES  R.  OGDEN  & 
SONS  LIMITED 

42  DUKE  STREET, 
ST.  JAMES'S,  S.W.1 
01-930  3353 

CABLES:  DIAMONDRY,  LONDON. 
S.W.1 

Specialists  in  Ancient 
Jewellery. 

Jewellers  and  Silversmiths 
for  four  generations. 
Also  of  Harrogate 
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London  &  Provincial  Art  Dealers 


O'HANA  GALLERY 

13  CARLOS  PLACE, 
LONDON,  W.1 
01-499  1562 
Paintings  and  Sculpture 
from  the  19th  and  20th 
Centuries 


OMELL  GALLERIES 

40  ALBEMARLE 
STREET.  W.1 
01-499  3685 
20th  Century  and 
Contemporary  Paintings  and 
John  Bentham-Dinsdale 
"Clipper  Ships  and  Sea 
Battles" 


OMELL  GALLERIES 

22  BURY  STREET, 
ST.  JAMES'S,  S.W.1 
01-839  4274 

Fine  19th  Century  Paintings 
at  realistic  prices 


N.  R.  OMELL 

6  DUKE  STREET, 
ST.  JAMES'S,  S.W.1 
01-839  6223 
18th  and  19th  Century 
English  Marine  and 
Landscape  Paintings 


HAL  O'NIANS 

6  RYDER  STREET. 

ST.  JAMES'S.  S.W.1 

01-930  9392 

Old  Master  Paintings  and 

Drawings 


THE  PARKER  GALLERY 

2  ALBEMARLE  ST..  W.1 
01-499  5906 

Marine,  Military, Topograph- 
ical and  Sporting  Paintings, 
Prints  and  Watercolours. 
Old  Maps.  Ship  Models 
and  Curios 


MARJORIE  PARR 
GALLERY 

285  KING'S  ROAD,  S.W.1 
01-352  0768 
20th  Century  Paintings, 
Sculpture  and  Pottery 


DAVID  PEEL  &  CO.  LTD. 

2  CARLOS  PLACE. 
MOUNT  ST..  W.1 
01-493  3161 
European  Works  of  Art 


THE  PICCADILLY 
GALLERY 

16a  CORK  STREET.  W.1 
01-629  2875  and 
01-499  4632 
British  Figurative  Painters. 
International  Symbolist/ 
Jugenstil  Works  -  Museum 
quality  British  and 
Continental  Drawings 


PRUDOE  GALLERY 

79  DUKE  STREET, 
GROSVENOR  SQUARE. 
LONDON,  W.1 
01-629  6272 
Contemporary  Paintings, 
Sculpture  and  Graphics 


SPINK  &  SON  LTD. 

5-7  KING  STREET, 
ST.  JAMES'S,  S.W.1 
01-930  7888 

CABLES:  SPINK,  LONDON  S.W.1 

Coins,  Medals  and  Orders, 
Oriental  Art, 
English  Furniture. 
Paintings,  Drawings  and 
Silver 


H.  TERRY-ENGELL 
GALLERY 

8  BURY  STREET, 

ST.  JAMES'S,  SW1Y  6AB 

01-839  2606 

Old  Master  and  19th 

Century  French  Landscape 

Paintings 


ARTHUR  TOOTH  & 
SONS 

31  BRUTON  STREET.  W.1 
01-499  6741 

CABLES:  INVOCATION,  LONDON 

Old  and  Modern  Pictures  of 
International  Value  for 
Private  Collectors  and 
Public  Galleries 


TRYON  GALLERY 

41-42  DOVER  STREET.  W.1 
01-493  5161 

Sporting  and  Natural  History 
Pictures  and  Prints 


CHRISTOPHER  WADE 
GALLERY 

28  BRUTON  STREET.  W.1 
01-499  0298/9 

CABLES:  PARNASSUS.  LONDON 

Fine  Paintings  of  the  17th 
and  18th  Centuries  and 
Works  by  modern  artists 


WILDENSTEIN  &  CO. 
LTD. 

147  NEW  BOND  ST..  W.1 
01-629  0602 

CABLES:  NAVILD,  LONDON 

Old  Master  and 
Impressionist  Paintings 
and  Drawings 
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H.  S.  WELLBY 


Antique  English  and 
Continental  Silver 
Minor  Paintings 


A  George  IV  silver  gilt 
table  mirror 
LONDON  1 82 j 
by  William  Eaton 
24x19  ins. 


16c  Grafton  Street,  London,  W.i 

Telephone:  01-493  1597 


MALCOLM  FRANKLIN 

INCORPORATED 
126  EAST  DELAWARE  PLACE        CHICAGO,  ILL.  6061 1 
DELAWARE  7-0202 


An  antique  English,  Burr  Yewtrce  Signpost  (angle)  Barometer 
with  steel  dial  signed  by  Bellatti  of  Grantham 
Dating  circa  18 10    From  London 
22*  Wide  32"  High 


Philip  &  Bernard  DOMBEY 


174  Kensington  Church  Street 
London  W8 
01-229  7100 


A  fine  French  engraved 
ormolu  striking  and 
repeating  Carriage 
Clock  with  Sevres 
Porcelain  side  panels. 
(Circa  i860) 
Height  6J  in. 
Width  4  in.  Depth  3  J  in. 

Illustrated  and  priced 
catalogue  showing 
magnificent  selection  of 
Buhl,  tortoiseshell, 
ormolu,  marble,  enamel 
and  porcelain  clocks  in 
colour  on  loan  free 
of  charge. 

Deposit  required  £10 
($24.00)  which  will  be 
refunded  when 
catalogue  is  returned. 
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AT  PUBLIC  AUCTION  . . .  SATURDAY,  SEPT.  8th  at  10:30  a.m. 

A  collection  of  fine  antiques  removed  from  several  New  England  Estates  and  collections 
including  selections  from  the  Estate  of  the  late  Byron  Miller  of  Falmouth  Foreside, 
Maine;  Mrs.  Cabot  Morse  of  Beacon  Hill;  a  Rhode  Island  private  collector  and  others. 

SILVER:  Paul Storr  -  Hester  Bateman  -  Irish  masters  -  Tiffany 
1 8th  Century  French  &  English  Furniture  of  great  quality 
ORIENT  A  L  RUGS  -  FA  BERGE  -  ICONS  -  JEWELR  Y  -  BIBELOTS 
PA  INTINGS:  Jean-Honore  Fragonard  -  A  ndrew  Melrose  -  Edward  Quinton 
LaFarge  -  H.  Jackel  -H.  A.  Duesset  -  Charles  Gruppe 


An  important  watercolor  sketch  book  containing 
59  original  drawings  by  Louis  Comfort  Tiffany  done  at  age  19 
and  entitled;  "My  First  Trip  to  Europe"— THE  GEOLET  CUP, 
a  famous  silver  yachting  trophy  by  Tiffany. 


ON  THE  PREMISES  OF 


ON  VIEW:  SEPT.  4,  5,  6,  7  and  morning  of  the  sale. 
ILLUSTRATED  CATALOG.  $5.00  (by  mail  $6.00) 

ROBERT  C.  ELDRED  CO.,  INC. 


ESTATE  AUCTION  RS 


Box  98,  East  Dennis,  Massachusetts  02641 


Telephone  (617)  385-3116 
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JULIUS  BOHLER 

OLD  MASTER  PAINTINGS 
SCULPTURE  WORKS  OF  ART 


MUNICH 

Briennerstr.  25 

TELEPHONE:  MUNICH  (0811)  555229 
TEL.  ADDRESS:  PAINTINGS 


The 

68nstol  600 


tL  Sherry  Suite 


Limited  edit 
Officially  commissioned  for 

To  OMtk  .1  double  event;  the 
granting  bj  Edward  III  oi  County 

Status,  hrst  ever  to  a  provincial 
botOUgh,  ID  I  its  removal  exactly 
600  years  lafa£ 

The  suite  also  provides  a  fitting 
link  between  ihc  Cltv'l  sherry  and 
wine  trade,  and  the  famous  Bristol 
KJass  making  tradition. 

Richard  Hugo  has  designed  a 
magnificent  crystal  glass  suite;  a 
sumptuous  decanter  and  6  glasses. 
Boca  piece  is  engraved  Iw  hand. 
The  decafttex  carries  the  full  City 
Coal  oi  Arms.  The  glasses  each 
hear  a  diHercnt  illustration,  depict- 
ing in  astonishing  detail  some  of 
Bristol's  most  historic  monuments 
and  scenes.  Onlv  the  medium  of 
glass  can  bring  these  scenes  truly 
to  life. 


ion  of  60  only. 

the  1373  Charter  Celebrations 

An  investment  and  work  of  art 
for  the  collector  and  connoisseur. 
Height  of  decanter  io",  glasses  5''. 
Individually  numbered  with  certi- 
ficate of  authenticity. 

Price  of  suite  £250  including 
p&p,  insurance  and  VAT. 


Colour  brochure  available  on  request. 
Pot  all  orders  and  further  information 
on  this  extremely  limited  edition 
write  to: 
The  Heritage  Collection 

Room  S2 
17,  Orchard  St.,  Bristol  I, 
Tel:  (0272)  23831 

U.S.A.  Office: 

1014  Madison  Avenue, 
New  York  10021 
Tel:  New  York  (212)  6281  200 


We've  got  into 
some  pretty  fine  messes 
inourtime. 

In  the  Fribourg  &  Treyer  records  of  1 8  1 5  the 
Mess  President  of  the  7th  Hussars  is  debited  with  2 
boxes  of  cigars  supplied,  /^.^s.od.  The  14th  Hussars, 
the  95th  Regiment  and  the  20th  Dragoons,  perhaps  a 
more  reactionary  bunch  of  chaps,  are  debited  in  the 
same  year  with  varying  quantities  of  snuff. 

Over  two  and  a  half  centuries  of  trading,  less  has 
changed  than  you  may  imagine.  Cigarettes,  cigars  and 
tobacco  far  outweigh,  of  course,  our  sales  of  snuff,  but 
we  still  supply  many  of  the  finest  regiments  and  the 
quality  of  our  merchandise  has  altered  as  little  as  our 
premises. 


34  Haymarket,  S.W. I. 
Purveyors  of  cigarettes,  cigars,  tobacco  &  smokers'  requisites. 
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138  REGENT  STREET,  LONDON  W.l 


ESTABLISHED:  1865 


THIS  REMARKABLE  GROUP  OF  TEN  RUSSIAN  FIGURES 
COMPOSED  OF  CARVED  STONES  OF  COLOUR. 

BY  CARL  FABERGE 


ON  EXHIBITION  ALL  THIS  MONTH 


heights  ranging  from  \\  inches  to  6|  inches. 


AT  138  REGENT  STREET  LONDON 


Catalogue  with  10  colour  plates  available  at  ^1.25. 


HOPETOUN  HOUSE 
near  Eduitmr^h 


Home  of  the  Marquess  of  Linlithgow 


To:  The  Connoisseur, 

Chcstcrgate  House,  Vauxliall  Bridge  Road, 
London  swiv  r nr.  (Telephone  01-834  2331 ) 

Please  forward  urgently  jull  details  of  your 
Cultural  'lours  of  Britain  for  1973 

Name 
Advlress 


One  of  the  main  attractions  on  this  year's 
Cultural  Tours  of  Britain  by  The  Connoisseur  in  association 
with  the  National  Trust,  featuring  visits  to  many  important 
Stately  Homes,  Art  Galleries  and  Gardens  throughout 
England,  Scotland  and  Wales. 

Departing  London  21  September  and  5  October,  1973 

From  ^398  (US  $995)  per  person,  for  three  weeks,  with 
accommodation  at  some  of  the  best  hotels  in  the  country. 


DAVID  GEIDER  GALLERY 

New  Address:  9  West  Halkin  Street,  Belgravia,  London,  S.  W. 

Telephone:  01-235  5623 


JEAN  CHARLES  CAZIN  1841-1901  Oil  on 

"V Arret  durant  1e  Travail"  Signed 


Fine  English  and  European  Paintings 


WILDENSTEIN 


FERDINAND  HOWALD 

Avant-Garde  Collector 

20th  Century  French  and  American  Paintings  from  The  Howald  Collection 
The  Columbus  Gallery  of  Fine  Arts,  -Ohio 

Until  21st  July 

Admission  30p 
in  aid  of  The  National  Library  for  The  Blind 


147  NEW  BOND  STREET,  LONDON  Wl 


COLLECTOR'S  PIECE 


A  unique  Victorian  child's 
wash-stand  in  unrestored  state. 
Original  mirror.  Jug  and  basin 

by  the  19th  century  firm  of 
Staffordshire  potters,  Brown, 
Westhead,  Moore  &  Company. 


Telephone:  01-720  5969 
or  write  to> 
Box  No.  8671 
The  Connoisseur 
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ESTABLISHED  1912  DEALERS  IN  FINE  ANTIQUE  SILVER  •  JEWELLERY  •  OBJETS  D'ART 
I53  NEW  BOND  STREET  LONDON  WI    TELEPHONE  OI-629  5060 
MEMBER  BRITISH  ANTIQUE  DEALERS  ASSOCIATION 


One  of  a  pair  of  magnificent  George  III  silver  soup  tureens  with  their  original  stands  and  ladles.  The  tureens  and  stands  are  applied 
on  one  side  with  elaborately  modelled  and  cast  trophies  of  arms,  and  on  the  reverse  within  cast  and  applied  laurel  borders 
dedicatory  inscriptions  "to  Robert  Kingsmill  Esquire,  Vice  Admiral  of  the  Red,  and  Commander  in  Chief  of  His  Majestys  Ships 
and  Vessels  at  Cork  and  on  the  Coast  of  Ireland,  from  the  Merchants  and  Underwriters  of  London  more  immediately  concerned 
in  the  importation  of  Irish  Provisions  as  a  Token  of  Respect  for  his  Constant  Attention  in  appointing  Convoys  for  England  and 
his  unwearied  exertions  for  the  Protection  of  the  Trade  in  general.  Nov.  1797". 

Cartouches  at  each  end  of  the  stands  bear  Kingsmills'  arms  and  crest,  and  the  finials  on  the  covers  are  also  formed  as  tue  Kingsmill 
crest.  Sir  Robert  Kingsmill,  2nd  Bt.  of  Sydmonton  and  Castle  Chichester  was  born  in  1772,  and  married  in  1796  Elizabeth,  daughter 
of  Charles  Newman,  of  Calcutta.  He  inherited  the  Baronetcy  in  1805,  and  died  without  issue  in  1823. 

,  The  soup  tureens  and  stands  bear  London  hall-marks  for  1797,  and  the  makers'  marks  of  Robert  and  David  Herinell.  The  matching 
ladles  are  hall-marked  for  1799. 

The  tureens  are  approximately  19  inches  across  the  handles,  and  13  J  inches  high  overall.  The  stands  are  25}  x  i8|-  inches.  The  total 
weight  is  approximately  526  ounces. 


FRANK  CARO 
GALLERY 

Ancient  Art 
of  the  Far  East 


Porcelain  statuette  of  Kuan  Yin 
1 6th  century 
Height:  27j  inches 


FRANK  CARO  •  FRANCIS  CARO 
41  EAST  57th  ST..  NEW  YORK.  IN.  Y.  10022 
(212)  PL  3-2166 


Early  19th  Century 


The  above  is  just  one  of  the 
many  beautiful  things  from 
our  selection  of  fine  antique 
and  modern  jewellery  and 
silverware. 


This  decorative  gold  bracelet 
priced  at  £530  is  early  i9th 
century  and  has  an  amethyst 
set  motif  clasp. 


^$bel4-//u/A<)-  III 


9i  Mount  Street,  Mayfair,  London  W1Y5HG.  Tel:  ot-499  7644 


PHILIP  ANDRADE 

LIMITED 

Member  of  The  British  Antique  Dealers'  Association 


Fine  inlaid  satinwood  card  table.  Circa  1785. 

8  BORINGDON  VILLAS,  PLYMPTON 
PLYMOUTH,  DEVON 
Plymouth  37952 
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PHILLIPS 


Fine  Art  Auctioneers  &  Valuers  since  1796 


John  Wilson  Carmichael:  Queen 
Victoria  in  the  George,  approach- 
ing Granton  Pier,  signed  and  dated 
1843,  26  in.  x  37  in.  The  painting 
depicts  a  moment  when  the  Royal 
Yacht,  on  its  way  to  Edinburgh, 
was  overtaken  by  two  steamships, 
including  the  Trident. 


Below:  Edward  H.  Niemann,  View 
in  Chislehurst,  Kent,  signed, 
inscribed  and  dated  1876,  1 8i  in. 
x  31 J  in.  And  Juan  de  Arellano, 
one  of  a  pair  of  still-lifes  with 
flowers  40  in.  x  314  in. 


Fine  Paintings  through  the  Centuries,  Monday,  July  16,  at  1  p.m. 


Illustrated  catalogue  for  this  sale  45p  by  post 
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In  addition  to  six  regular  weekly  sales,  the  following  are  of  note: 


WATERCOLOURS 

July  2 

BAXTER  PRINTS 

July  19 

LEAD  SOLDIERS 

July  5 

WATERCOLOURS 

July  23 

POT  LIDS 

July  12 

BOOKS 

July  24 

MUSICAL  INSTR. 

July  12 

STAMPS 

July  27 

JEWELLERY 

July  17 

A  detailed  list  of  sales 
on  request. 

is  available 

Left:  Important  19th  century  French  cabinet  by  Krieger,  sold  for  £4,000. 


7  BLENHEIM  STREET,  NEW  BOND  STREET,  LONDON  W1Y  OAS.  Tel:  01-499  8541 


\ne$e{  TTrf 

IN  THREE-DIMENSIONAL  COLOR 

by  Sir  Harry  Garner  and  Margaret  Medley 

•  Four  volumes  totaling 
over  1300  pages 

•  1258  full  color 
three-dimensional  pictures 

•  GAF  View-Master® 
Deluxe  viewing  system 

$400  prepaid 


ORDER  DIRECT  FROM 

Gruber  Foundation,  Inc. 

P.O.  Box  8539,  Portland,  Oregon  97207 


I       I       1       J  1 


3 


CHARLES  WOOLLETT  &  SON 

(Member  of  the  B.A.D.A.  Ltd.) 

II       |L  *  J  1 

Ha  »" 

1 1  W  jS/^^fS^m 

Very  Fine  Miniature  of  Horatio,  Lord  Nelson,  by  Henry  Bone. 
Signed  in  full  on  the  reverse  and  dated  1808.  Enamel  Miniaturist 
to  the  Royal  Family.  The  original  portrait  by  J.  Hoppner  is  at 
St.  James's  Palace.  Size      ins.  (34mm)  oval. 
Rectangular  ormolu  frame  with  plush  surround. 

59/61  WIGMORE  STREET  LONDON  W1H  9LF 

Established  1889                       Phone  01-935  S664 

2## 
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RICHARD 
OGDEN 

internationally  famous 
for  Fine  Jewellery  and 
his  unique  Ring  Rooms 


";.  f§  "*l 


CP 


!  .  /TV 


28&29  BURLINGTON  ARCADE  LONDON  Wij*^'  ?^ 
Telephones:  01-493  9136/7  &  6239  SjEi 

Jewellery  and  Old  Silver  very  gladly  purchased  ' 
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FROM  OUR  COLLECTION  OF 
FINE  ANTIQUE  JADE 


Pair  of  white  jade  covered  vases  with  six  loose  rings, 
complete  with  matching  white  jade  stands  with  four  ju-i 
shaped  feet.  Height,  «J4".  Chien  Lung  period,  1736-1795. 


When  in  Montreal 
Visit:  Dominion  Gallery 

THE  DOMINION  GALLERY  WITH  Rodin's  "Burgher  of  Calais"  and  Henry  Moore's 
"Upright  Motive"  in  front  of  its  buildings  has  17  rooms  on  4  floors 


SCULPTURES 

ARCHIPENKO 
**ARP 
•BARELIER 
"CESAR 
"CHADWICK 
"COUTURIER 
"ETROG 
**FARKAS 
"FAZZINI 
GARGALLO 
•GRECO 
HAJDU 
HAJEK 
♦KENNEDY 
**MAILLOL 
•MARINI 


BY 

"MATTHEWS 

MEUNIER 
"MINGUZZI 
*MIRKO 
"MOORE 
"NEGRI 
♦PAOLOZZI 

REDER 
"RODIN 
"ROUSSIL 
"SCHLEEH 
*SCHflECK 

SUZOR-COTE 
"WINANT 

ZADKINE 

AND  OTHERS 


PAINTINGS  BY: 

AIZPIRI 
BAUER 

BELLOWS,  A.  F. 
BEZOMBES 
BOSBOOM 
BOSCH 

BREANSKI,  DE 
BRIANCHON 
BROWN,  M. 
CAFFI 
CAMERON 
"CAMPIGLI 
CARR 
CASSINARI 
CHAPELAIN- 
MIDY 


DERAIN 

DUFY 
*EDZARD 

FANTIN-LAT. 

FREDERICO 
"FREIMAN,  L. 
"GALL 
*GOMERY 

GUILLEMET 

HALS,  DIRK 

HARPIGNIES 

HEEM,  J.  D.  DE 

HITCHENS 
♦KREIGHOFF 

LAVERY 

LEPINE 


HENRI  LE  SIDANER,  1862-1939 
"BY  THE  CANAL" 
OIL  ON  CANVAS,  24"  x  32" 


LE  SIDANER 

LUNY,  W. 
"MAHDY 

MANE-KATZ 
"MANZU 
"MARINI 

MARCHAND 

MARLOW,  W. 

MARTIN-FER 
"MATHIEU 

MOMPER,  F.  DE 

MONTICELLI 
*MORRICE 


NETCHER,  C. 

OS,  JAN  VAN 
"OUDOT 

RIOPELLE 

TERECHKOVITCH 

THARRATS 

UNTERBERGER 
"VILALLONGA 

VICKERS 

WALTERS,  G.  S. 

WAROQUIER 

ZADKINE 

and  400  others 


"More  than'ten  works 


Great  European  Artists 
18th  and  20th  Century 

Old  Masters 
185  Canadian  Artists 


*More  than  five  works 


CANADA'S  LARGEST  SELECTION 
OF  FINE  PAINTINGS  AND  SCULPTURE 


IN  CANADA'S  LARGEST  ART  DEALER  GALLERY 
1438  Sherbrooke  West  Montreal 


INFORMATION  REGARDING  THE  SCULPTOR 

JOSEPH  NOLLEKENS 

AND  HIS  WORKS 
WOULD  BE  GREATLY  APPRECIATED 
PLEASE  FORWARD  TO  BOX  NO.  8670 


Catfjeralte  of  Crjesfor 


Established  1909 

Tudor  House 
Lower  Bridge  Street 
Chester  20095 


Old  English  Furniture  and 
Sporting  Pictures 


CHINESE  W  GALLERY 


ORIGINAL  CHINESE  SCROLL  PAINTINGS 

by  known  artists  of  the  last  100  years 
Original  antique  scroll  paintings 

40  Great  Russell  Street,  London,  W.C.I. 

(01-580  7538) 


c 

J%/(??-4S>J  4/S? 

White  jade  covered  box  in  the  form  of  two  peach  halves, 
carved  and  undercut  at  one  end  with  branches  of  leafage 
forming  the  hinge.  3%"  long.  Chien  Lung  period,  1736-1795. 


Pair  of  finely  carved  mutton  fat  colored  Mogul  jade  bowls 
of  the  17th  century.  4"  in  diameter,  each. 


q.  maUna,  inc. 

ORIENTAL  ART 

«0  Madison  Avenue  (Carlton  House)  New  York,  NY  10021 
Telephone:  (212)  593-0323 
■lumber:  Appraisers  Association  of  America,  inc. 


R-  A.  Lee  R.  T.  Gwynn 

1-9  BRUTON  PLACE,  LONDON,  W.i 

Tel:  01-629  5600  &  01-499  6266 


Christie's 


Thursday,  July  12th  and 
Friday,  July  13th 


Modern  British  Paintings,  Drawings  and  Sculpture 

The  Properties  of  Mrs.  Barbara  von  Bethmann-Hollweg, 

The  Dowager  Marchioness  of  Cholmondeley,  Lord  Cottesloe,  G.B.E., 

Mrs.  Ian  Fleming,  The  Mount  Trust  Collection,  and  others. 


Family  Group,  1947,  by  Henry  Moore,  O.M.,  C.H., 
bronze,  16  in.  high. 


Catalogue  (38  plates,  including  1  in  colour),  available  from  our  London  Office,  price 
£1.70  post  paid,  or  from  our  New  York  Office,  price  $4.50  post  paid. 

All  sales  subject  to  the  conditions  printed  in  the  catalogues. 


Christie's 


Thursday,  July  19th  and 
Friday,  July  20th 


Fine  Pictures  bv  Old  Masters 

The  Properties  of  Mr.  L.  M.  Basmadjieff,  The  Duke  of  Buccleuch,  K.T.,  G.C.V.O., 

Heir  Gisbert  Groos,  James  Pope-Hennessy,  Esq., 

The  late  Countess  Ploenies  de  Brazza,  The  Mount  Trust, 

Saint  Augustine's  Kilburn,  and  others. 


An  allegory,  by  Andrea  Previtali.  on  panel, 
17in.  by  27+in. 


Numerous  figures  on  the  beach  at  Scheveningen 
with  shipping  offshore,  by  Cornelis  Beelt,  43^in. 
by  59+in. 

Catalogue  (68  plates),  available  from  our  London  Office,  price  £1.70 
post  paid,  or  from  our  New  York  Office,  price  $4.50  post  paid. 

All  sales  subject  to  the  conditions  printed  in  the  catalogues. 


Christie's 


Thursday,  July  26th  and 
Friday,  July  27th 


English  and  Continental  Pictures  of  the  19th  and  20th  Centuries 

The  Properties  of  Madame  Bonnat  of  Paris,  Mrs.  Winifred 
Lambert,  The  late  Howard  Young,  Esq.,  and  others. 


Frozen  river  landscape,  by  A.  Stover,  signed 
26^in.  by  42in. 


View  of  a  street,  by  Witlem  Koekkoek,  21in.  by  26|in. 


Catalogue  (18  plates),  available  from  our  London  Office,  price  53p.  post  paid, 
or  from  our  New  York  Office,  price  $1.50  post  paid. 

All  sales  subject  to  the  conditions  printed  in  the  catalogues. 


Christie's 

Forthcoming  Sales    JULY  1973 


Sales  begin  at  n  a.m.  precisely,  unless  otherwise  stated,  and  are  subject 
to  the  conditions  printed  in  the  catalogues. 

Those  sending  Commissions  or  making  enquiries  should  refer  to  the  sale 
code  name  which  is  in  brackets  after  each  sale. 


Monday  2nd  at  10.30  a.m. 
Chinese  Ceramics  and  Works  of  Art 

(Foochow) 
Tuesday  3rd 

Impressionist  and  Modern  Paintings, 
Drawings  and  Sculpture  (Sophie) 
Tuesday  3rd  at  11  a.m.  and  2.30  p.m. 
Chinese  Snuff-Bottles  and  Hardstone 
Carvings  (Monsa) 
Wednesday  4th 

Autograph  Letters  of  George  Frideric 
Handel  and  Charles  Jennens  (Dublin) 
Wednesday  4th  Immediately  after 
above  sale 

Fine  Musical  Instruments  and 
Composers'  Autograph  Letters 

(Humstrum) 
Wednesday  4th 
Old  English  Silver  (Rollo) 
Thursday  5th 

Important  French  and  Continental 
Furniture,  Ormolu-Mounted  Porcelain, 
Objects  of  Art  and  Clocks,  Fine 
Tapestries,  Eastern  Rugs  and  Carpets 

(Vardy) 
Thursday  5th 

Vintage  Port,  Sherry  and  Cognac 

(Solera) 

Thursday  5th  at  1 1  a.m.  and  2.30  p.m. 

and  Friday  6th 

Important  Modern  Prints 

Old  Master  Engravings,  Etchings  and 

Woodcuts  (Gareth) 

Friday  6th  at  10.30  a.m.  and  2.30  p.m. 
Impressionist  and  Modern  Paintings, 
Drawings  and  Sculpture  (Sophie) 
Monday  9th  at  11  a.m.  and  2.30  p.m. 
English  Pottery  and  Porcelain  (Pratt) 
Tuesday  10th  at  11  a.m.  and  2.30  p.m. 
Fine  Old  Master  Drawings  (Sinclair) 
Tuesday  10th 

Fine  Sculpture  and  Works  of  Art 

(Adonis) 

Wednesday  11th  at  11  a.m.  and 
2.30  p.m. 

Important  Antiquities  and  Primitive  Art 

(Kapkap) 
Wednesday  11th 

Modern  Sporting  Guns  and  Vintage 
Firearms  (Bunney) 
Thursday  12th 

Fine  Continental  Furniture,  Objects  of 
Art,  Eastern  Rugs  and  Carpets  (Ware) 


Thursday  12th 

Claret  and  White  Bordeaux  (Becker) 
Thursday  12th  at  2.30  p.m.  and 
Friday  13th 

Modern  British  Paintings,  Drawings 
and  Sculpture  (Leonora) 
Friday  13th  at  10.30  a.m. 
Fine  Jewels  (Massin) 
Monday  16th 

Fine  Chinese  Porcelain  the  Property  of 
The  Duke  of  Buccleuch,  K.T.,  P.C., 
G.C.V.O.,  (Shantung) 
Monday  16th  at  10.30  a.m. 
Continental  Pottery  and  Porcelain 
(Milan) 
Tuesday  17th 

Miniatures  and  Objects  of  Vertu 

(Moorhen) 

Wednesday  18th  at  11  a.m.  and 
2.30  p.m. 

Costume,  Textiles,  Talking  Machines, 
Fans  and  Toys  (Mannequin) 
Wednesday  18th 

English  and  Foreign  Silver  (Scott) 
Wednesday  18th  at  10.30  a.m. 
Antique  Arms  and  Armour 

(Burnett) 
Thursday  19th 

English  and  Continental  Oak  and  other 
Furniture,  Pewter,  Metalwork,  Eastern 
Rugs  and  Carpets  (Wren) 
Thursday  19th 

Fine  Wines  mainly  from  Private  Cellars 

(Chalon) 


Left:  Pewter  flagon,  1st  half  17th  century. 
Right:  Pewter  measure,  18th  century. 
To  be  sold  on  Thursday,  July  19th. 


Thursday  19th  at  2.30  p.m.  and 
Friday  20th 

Fine  Pictures  by  Old  Masters 
(Rosalind) 

Monday  23rd  at  11  a.m.  and  2.30  p.m. 

Staffordshire  Portrait  Figures, 

Pot-Lids  and  Fairings  (Morgan) 

Monday  23rd 

Fine  Chinese  Ceramics  and 

Works  of  Art  (Han) 

Monday  23rd 

English,  Foreign  and  Ancient  Coins, 
Orders  and  Decorations  (Polar) 
Tuesday  24th  at  1 1  a.m.  and  2.30  p.m. 
English  Drawings  and  Watercolours 

(Thurston) 

Tuesday  24th  at  10.30  a.m.  and 
2.30  p.m. 

Japanese  Works  of  Art  (Shaku) 

Wednesday  25th 

English  and  Foreign  Silver  (Tait) 

Wednesday  25th  at  10.30  a.m. 
Printed  Books  (Atholl) 

Thursday  26th  at  11  a.m.  and 
2.30  p.m. 

English  Furniture,  Objects  of  Art, 
Eastern  Rugs  and  Carpets  (Wyatt) 

Thursday  26th 

End  of  Season  Wine  Clearance  Sale 

and  at  2.30  p.m. 

Wines  Lying  Overseas  (Florio) 

Thursday  26th  at  2.30  p.m.  and 
Friday  27th 

English  and  Continental  Pictures  of  the 
19th  and  20th  Centuries  (Calisto) 

Monday  30th  at  11  a.m.  and  2.30  p.m. 
Chinese  Ceramics  and  Works  of  Art 
(Barrel) 

Tuesday  31st  at  11  a.m.  and  2.30  p.m. 
English  Drawings  and  Watercolours, 
Old  Master,  English  and  Modern 
Prints  (William) 

AUGUST 

Wednesday  1st  at  10.30  a.m. 
Printed  Books  (Glencoe) 
Thursday  2nd 

English  and  Continental  Furniture, 
Objects  of  Art,  Eastern  Rugs  and 
Carpets  (Winde) 
Thursday  2nd  at  2.30  p.m.  and 
Friday  3rd  at  10.30  a.m. 
Pictures  by  Old  Masters  (Maria) 


CHRISTIE'S  AT  BE  A  L  LIEU 

Thursday,  July  12th  at  11  a.m. 

Veteran  and  Vintage  Cars,  Horse-drawn  Vehicles  and 

Related  Material  (Buick) 


AUTUMN  SEASON 

Christie's  Autumn  Season  will  begin  on  Friday, 
September  28th  with  a  sale  of  19th  Century  Pictures 


Our  representatives  in  America : 

New  York:  Perry  T.  Rathbone,  Christopher  Burge,  Robert  Waley-Cohen 
867  Madison  Avenue,  New  York,  N.Y.  10021.  Tel:  (212)  744.4017. 
Telex:  New  York  620721.  Cables:  Chriswoods,  N.Y. 


California:  Barbara  Roberts  Associates  Inc. 

450  North  Roxbury  Drive,  Beverly  Hills, 
California  90210. 

Tel:  (213)273.0550.  Telex:  Beverly  Hills  674858. 


Telephone:  (oi)  839  9060    Telex:  916429 
8  King  Street  St  James's  London  SWl Y  6QT       Telegrams:  Christian  London  swi 


RENAISSANCE 

^  An  exceptional  wax  polish'* 


^^he  Connoisseur  warmly  commends  Renaissance  wax 
polish  to  all  its  readers  to  whom  it  is  now  available 
by  direct  mail  on  completion  of  the  coupon  below. 

BEBBSSEBEBBEEB 

Renaissance  is  a  professional  blend  of  refined 
fossil-origin  waxes  with  unique  cleaning  and 
protective  qualities.  It  is  already  used  in  many 
parts  of  the  world  by  discriminating  experts.  This 
superlative  wax  polish  revives  and  protects  all 
surfaces  gently  lifting  the  grime  of  antiquity  and 
leaving  a  finish  delightful  to  see  and  touch. 
The  surface  glows  with  repeated  applications. 

SBBEEEEESEBESE 

Manufacture  and  sale  of  the  polish  beyond  the  sphere 
of  professional  restoration  has  been  specially 
authorised  by  the  British  Museum,  acknowledged 
leader  in  conservation  research  and  is  marketed  in 
association  with  the  Connoisseur. 

*  The  Connoisseur  Oct,  1970. 


Price  U.S.A.  and  Canada: 

postage  and  packing  Surface  Mail: 
postage  and  packing  Airmail: 

Price  U.K. 

postage  and  packing  (  U.K.  only)  : 
Price  Europe: 

postage  and  packing  ( Europe)  : 

For  quantities  of  six  or  more 
deduct  10%  overall. 


BEEEr-lSBEBEBEEEEEEBEBEBESEBEBSSSSBEBEEEEBBBBEBEEEEEEEBHEESEBEBEBEEEBEEEEEEEEEEBEHHaEEESH 


$2.60  each 
$1.60  each 
$2.60  each 

11  Op  each 
( VAT  included) 

15p  each 

lOOp  each 

50p  each 


ORDER  FORM 

TO  THE  CONNOISSEUR,  CHESTERGATE  HOUSE,  VAUXHALL  BRIDGE  ROAD,  LONDON  SW1 V  1HF 


Please  send  me  by  ordinary  post/airmail  (U.S.A.  &  Canada  only): 

Quantity  Containers  of  Renaissance  Wax  Polish 

at   each 

&  postage  and  packing  each 

Less  10%  deduction  where  applicable 
TOTAL 


{Reg.  Office) 
Reg.  No.  112955  England. 


Mr/  Mrs/  Miss 
Address 


Cheques  and  money  orders  should  be  made  payable  to  THE  CONNOISSEUR 


BHBBBEBEEBEBBEEEEEBBBEEEBEEBBBEBEEBBEHEEEEEEEEEBBEBBEEBEEEBEBBSEBEEESEiijiiiEE'iEESiiiiiii 


O'HANA  GALLERY 

13  CARLOS  PLACE,  GROSVENOR  SQUARE,  LONDON  Wi    01-499  "5^ 

24th  May  to  15  th  September  1973 


Van  Dongen  'Intimes  dans  la  Dune'  Oil  on  canvas  32  x  39  inches 

SUMMER  EXHIBITION 

OF  19TH  AND  20TH  CENTURY  PAINTINGS  AND  SCULPTURE 

including  a  collection  of  gouaches  by  Eugene  Galien  Laloue 


SHOWCASE 


irfoivryrsT  t 


ttNMOllILK 


BILSTON  &  BATTERSEA 
ENAMELS 


Colourful  boxes,  small  objets  and 
Limited  Editions  of  great  interest 
to  collectors  are  once  again  being 
produced  in  Bilston,  as  in  the 
18th  century.  Exclusive  to 
Halcyon  Days  in  the  U.K.  Export 
trade  enquiries  to  Halcyon  Days. 
Colour  brochure  sent  on  request. 

HALCYON  DAYS  LTD 

Antiques  &  Objets  d'art 

14  Brook  Street  London  WlY  1AA 
Telephone:  01-499  5784 


liee  Hive  Honey  Pol  George  III  l Sol  Sheffield 
Weight  3oz.  13  dwts.  Maker  7".  Law 

R.  E.  PORTER 

2  and  4  POST  OFFICE  ROAD 

BOURNEMOUTH  Bournemouth  24282 


V  1 

1 

1  1 

Silver  Cake  Basket,  George  III  1 702 
Weight  22  ozs.  Maker  H.  Chawner 

R.  E.  PORTER 

2  and  4  POST  OFFICE  ROAD 

BOURNEMOUTH    Bournemouth  24282 


An  unusually  attractive  pair  of  George  HI 
cast  tapersticks.  London  1  767. 
By  Ebenezer  Coker. 
Weight  14  ozs.  Height  6  ins.  Price  £775. 
H.  R.  JESSOP  Ltd. 
3  MOTCOMB  ST.,  BELGRAVE  SQ. 
LONDON  S.W.I.  01-235  2978 


A  DICTIONARY  OF  MARKS 

Price  £1.50 


From  all  good  booksellers  or  from 

THE  CONNOISSKUR  BOOK  DIVISION, 

CHESTERGATE  HOUSE, 

VAUXHALL  BRIDGE  ROAD,  SW1V  1HF 


S.  and  K.  Morris 

Six  Bells,  Pathlow, 
Stratford-upon-Avon. 
(On  the  A3  4) 

Tel:  Stratford  4350 

Paintings  by  Pre-Raphaelite 
and  associated  artists.  Example: 
Rooke,  Thos.  Matthew,  R.W.S., 
The  Church  of  St.  Jacques, 
Lisieux.  w.c.,sd.,  dtd.  i8g6. 
i-j\x  j\(  Coll.  Sir  Sydney 
Cockrell)  £85. 

List  on  request. 


EXPORTERS 

of  English  Antique  Furniture  of  the 
Queen  Anne,  Georgian,  Victorian, 
Edwardian  and  Art  Nouveau  periods 
FULL  CONTAINERS  FOR  SALE 
FROM  £2,000  DELIVERED. 

BRITISH  ANTIQUE  EXPORTERS  LTD. 
NEW  ROAD,  INDUSTRIAL  ESTATE, 
NEWHAVEN, 
SUSSEX. 
TEL:  NEWHAVEN  (07912)  5561  (8  LINES) 


WvtyUub  iilanor 

in  the  village  of  Lustleigh 

(off  the  Bovey  Tracev-Moretonhampstead 
Road) 

in  the  county  of  Devon 

VICTORIAN  GLASS,  POTTERY, 
PORCELAIN,  SILVER,  COPPER 
AND  BRASS 

MONDAY-FRIDAY  9.30-5.30 
or  by  appointment 
(Lustleigh  326) 


Cotmotsisieur  gfottquetf 

(Peter  and  Queenie  Kaufmann) 

29  Meeting  House  Lane 
Brighton,  Sussex  BN1  1 HB 


We  hold  one  of  the  most  comprehensive  collect- 
ions of  FINE  CARRIAGE  CLOCKS.  Your  en- 
quiries are  invited  by  'phone,  letter  or  personal  call. 
GRAND  SONNERIES,  QUARTER  REPEAT- 
ERS, FINE  CASES  BY  BEST  MAKERS 
ALWAYS  IN  STOCK. 


TUTANKHAMEN 


Price  £3 

From  all  good  booksellers  or  from 

THE  CONNOISSEUR  BOOK  DIVISION, 

CHESTERGATE  HOUSE, 

VAUXHALL  BRIDGE  ROAD,  SW1V  1HF 


Out-of-London  prices  for  quality  18th, 
19th  and  20th  Century  oils  and  water- 
colours. 

MAIL  ORDER  SERVICE 
send  for  details 

BOURNE  GALLERY 

Dept.  CO,  Lesbourne  Road, 
Reigate,  Surrey.  RH2  7JF. 
Tel :  Reigate  44835/6/7/8 


Irish  sauceboat,  Dublin  circa  1750 

de  Havilland  (Antiques)  Ltd. 

41,  Old  Bond  Street, 
London,  W.l 
Tel.  01-493  4392 


BOOKS  FOR  COLLECTORS 

LYLE  OFFICIAL  ANTIQUES  REVIEW:  Contains  1000  s 

of  previously  unpublished  i  I  lustra! ions  with  'at  a 
glance'  information  on  current  values  and  trends. 

Over  500  pages.  Order  your  copy  now.  ONLY  £5.00 

Antique  Dealers  Pocketbook  £1.25 

Popular  Antiques  and  theit  Values  £1 .50 

More  profit  from  your  Stock  £1.50 

Tricks  of  the  Antique  Trade  £1.80 
How  to  deal  in  Antiques  43p 
ABOVE  6  BOOKS  (COMBINED  Offer)  £10.95  P4P  FREt 

World  Coin  Catalogue  (over  850pp  |  £2.50 

Chairs  (Guide  to  choosing,  buying  and  collecting)  £4.00 

Handbook  of  British  Pottery  and  Porcelain  Marks  £1 .50 

Antique  Collectors  Handbook  (320pp.)  £1 .25 

Antique  Firearms  -  Care.  Repair  &  Restoration  £3.50 

The  Pewter  Collector  £4.00 

British  Antiques  Yearbook  £3.50 

Antiques  in  Miniature  £3.50 

Art  and  Antique  Restorers  Handbook  £1 .50 

Modern  Coins  (1789  to  the  Present)  £7.00 

Antique  Collectors  Dictionary  (over  200pp.)  £1.95 

Antique  Weapons  (over  175pp.)  £2.50 

Arts  Restoration  ONLY  £2.75 

English  House  Clocks.  1 600-1 650  (Prac.  Guide)  £5.95 

Buttons  lor  the  Collector  £3.00 

International  Antiques  Yearbook  £3.50 

Art  Treasures  of  the  World.  288pp.  £3.25 

World  Furnitute.  352pp.  £2.95 

Technique  &  History  of  the  Swiss  Watch  51 2pp.  £3.50 

1 7th  6  1 8th  century  French  Porcelain.  364pp.  £1 .37 

English  Domestic  Clocks.  352pp.  £2.95 

Collectors  Dictionary  of  Glass  £2.75 
Collectors  Dictionary  of  the  Silver  and  Gold 

of  Great  Britain  and  North  America  £1 5.75 

Book  of  Copper  and  Brass. 

English  Fireplaces.  EACH  £1.75 

Fashion  through  Fashion  Plates  1 771  to  1971  £5.01 
Investing  in  Maps.  Clocks  and  Watches.  Silver. 
Antique  Jewellery.  Georgian  Glass,  Pottery  6 

Porcelain.  EACH  £3.50 

Victorian  Porcelain,  Embroidery,  Pottery, 
Costume  and  Costume  accessories,  Silver 
and  Silverplate  EACH 
Cabinet  Makers  and  Furniture  Oesigners.  320pp. 
Book  of  Orients!  Carpets  and  Rugs.  252pp. 
Dictionary  of  English  Furniture.  684pp. 
China  Repairs  and  Restoration 
English  Coins  from  Charles  I  to  Edward  III 
English  Coins  from  Edward  II  to  130  BC 
English  Coinage  600-1 900  (352pp.) 
Antiques  at  Auction :  Over  1 .600  early  New 
England  pieces  illustrated,  dated  and  priced 
for  the  dealer  and  collector,  plus 

MUCH  MORE  ONLY  £8.00 

Repair  and  Re-upholstering  ol  Old  Furniture  £2.25 

Small  Antiques  for  the  Collector  £1 .50 

Oriental  Art  ol  India,  Nepal  and  Tibet.  1 75pp.  £1 .25 

The  Book  of  the  Gun  £1-95 
The  Shorter  Dictionary  of  English 

Furniture.  684pp.  £18.00 
SASSOON  CHINESE  IVORIES 
3  VOLUMES.  A  catalogue  in  3  volumes 
compiled  by  S.  E.  Lucas.  Half  bound  classic 
vellum-cloth  sides  blocked  gold.  Printed  on 
hand-made  paper.  Limited  edition  of  250  copies. 
Each  volume  approx.  250pp.  with  225 
photographs.  ONLY  £125.00 

Add  10%  for  Postage  &  Packing. 

Wheel  (TC1)  41a  Adelaide  Grove.  London  W12. 


By  Appointment 
to  Her  Majesty  Queen  Elizabeth  II 
Supplier  of  Carpets 


ANTIQUE  TAPESTRIES  AND 
CARPETS  OF  DISTINCTION 


Member  of  The 
British  Antique  Dealers' 
Association  Ltd. 


An  excellent  and  rare  antique  Bessarabian  Carpet  on  a  biscuit 
coloured  ground  and  with  soft  greens  and  browns. 
Circa  1800. 

20x14  ft.    6.10  mx  4.25  m 


70  SOUTH  AUDLEY  ST.,  36  HIGH  ST., 

MAYFAIR,  LONDON,  W.I  OXFORD 
01-493  5288  Oxford  44197 


Sotheby's 

Tuesday,  iothjuly,  at  II  am 


IMPORTANT  MEISSEN  WARES 


Rembrandt,  Harmensz  van  Rijn,  Clemente de Jonghe,  Print  Seller, 
first  state,  207  by  161  nun 

Monday,  9th  July,  at  3  pm 

OLD  MASTER  DRAWINGS 

the  properties  of  the  Rt.  Hon  the  Earl  Beauchamp  and  other  owners 


Sotheby's 

Tuesday,  17th  July,  at  10.30  am 


FINE  ENGLISH  PORCELAIN 

the  properties  of  LadyReigate, 
Mrs.  R.  Witos,  the  late  C.  E.  Boast, 
and  other  owners 


A  pair  of  Derby  figures  of  David  Garrick  and  Mrs.  Cibbcr,  8£  and  9  inches 


A  Derby  basket,  11  inches 


A  Chelsea  bust  of  William  Augustus,  Duke  of  Cumberland, 
raised  anchor  period,  5  inches 


A  Chelsea  silver-shaped  fable  plate,  painted  by  J.  H.  O'Neale,  j 
raised  anchor  oeriod,  9  inches 

'  1 


Sotheby's 


Wednesday,  1 8th  July,  at  n  am 


MODERN  BRITISH  DRAWINGS, 
PAINTINGS  AND  SCULPTURE 

the  properties  of  the  Hon.  Angus  Ogilvy, 
'amela,  Lady  Glenconner,  Michael  Spens,  Esq.,  Karel  Reisz,  Esq., 
the  Munnings  Trust,  Dedham, 
the  late  Lady  Gollancz,  and  other  owners 


Harold  Gilman,  Nude  on  a  Bed,  canvas  mounted  on  board, 
I9|  by  13 j  inches 


Sotheby's 


Wednesday,  1 8th  July,  at  II  am 


*  lb. JUL 


Sir  Max  Beerbohm,  Mr.  Gosse  and  the  Rising  Generation, 
watercolour,  I2§  by  7f  inches 


David  Jones,  A  Town  Garden, 
watercolour,  signed  and  dated  '26, 
2i£  by  14^  inches 


Sotheby's 

Wednesday,  1 8th  July,  at  i  i  am 


Sotheby's 

Wednesday,  1 8th  July,  at  n  am 


Tristram  Hillier,  R.A.,  Yport,  1940,  signed,  23  J  by  3 1|  inches 


Christopher  Wood,  La  Trhnouilh  Church,  Treboul,  1930,  signed,  inscribed  and  dated  on  the  reverse,  19^  by  24  inches 


Sotheby's 

Wednesday,  1 8th  July,  at  II  am 


Henry  Moore,  O.M.,  C.H.,  Maquette  for  reclining  figure,  1955,  bronze,  length  6|  inches 


Sotheby's 


Thursday,  19th  July,  at  11  am 


FINE  ENGLISH  AND  FOREIGN  SILVER 


the  properties  of  G.  Chichester,  Esq.,  Mrs.  A.  C.  Chitty, 
R.  F.  Brandon,  Esq.,  The  Kintore  Trust,  P.J.  Pateman,  Esq., 
Lt.-Col.  A.  R.  Wilson,  and  other  owners 


A  six-light  centrepiece,  by  Benjamin  Smith,  1813,  22^  inches  high 


A  silver-gilt  tea  and  coffee  set,  by  John  Ernes,  1804/5 


Sotheby's 

AT  GLENEAGLES  HOTEL 

Friday,  31st  August,  at  9  pm 


EIGHTEENTH,  NINETEENTH  AND  TWENTIETH 
CENTURY  PAINTINGS 

On  view  in  London  at  34-35  New  Bond  Street,  London  WiA  2AA  from  Monday,  6th  August,  until  Friday,  17th  August 

On  view  at  Gleneagles  Hotel  from  Sunday,  26th  August 


Julius  Caesar  Ibbctson,  Landscape  with  a  herdsman  and  cattle,  11  j  by  14 1  inches 


John  Knox,  Gov  an  Ferry,  183 1,  2i  \  by  29  J  inches 


Sotheby's 


(Affiliated  Company:  Sotheby  Parke  Bernet,  Neiv  York) 


will  hold  the  following  sales  in  July/ August  each  sale  beginning  at  n  am  unless  otherwise  stated 

ON  VIEW  AT  LEAST  TWO  DAYS  PRIOR       ALL  CATALOGUES  POST  FREE 


Monday,  2nd  July 

Highly  Important  Medieval  Works 
of  Art 

Monday,  2nd  July,  and  following  day 
Valuable  Printed  Books,  Autograph 
Letters  and  Historical  Documents 

Tuesday,  3rd  July,  at  10.30  am 
Fine  Chinese  Export  Porcelain, 
Jades  and  Works  of  Art 

Tuesday,  3rd  July,  at  9  pm  and  following 
day  at  1 1  ain 

Impressionist  and  Modern  Paintings 
and  Sculpture 

Wednesday,  4th  July,  at  10.30  am 
and  2.30  pin 

Japanese  Prints,  Japanese  and  Chinese 
Paintings,  Illustrated  Books, 
Reference  Works  and  Japanese 
Screens 

Wednesday,  4th  July,  at  Belgravia 
English  and  Continental  Furniture, 
Bronzes  and  Works  of  Art 

Wednesday,  4th  July,  at  4  pm  (the  second 
part  of  the  sale  will  commence  after  a 
break  of  20  minutes  at  approx.  5.30  pm) 
Impressionist  and  Modern 
Watercolours  and  Drawings 

Thursday,  5th  July 
Impressionist  and  Modern 
Paintings  and  Sculpture 

Thursday,  5th  July 

English  and  Foreign  Silver  and  Plate 

Thursday,  5th  July,  at  9  pm 
at  195  Piccadilly 

Sale  of  American,  English  and 
European  Contemporary  Art, 
I945-I971-  Paintings,  Watercolours 
and  Sculpture 

Friday,  6th  July,  at  10.30  am 
Good  Foreign  Coins 

Friday,  6th  July 

Fine  English  Furniture,  Tapestries, 
Needlework  Pictures,  Barometers 
and  Rugs  and  Carpets 

Monday,  9th  July 

Western  and  Hebrew  Manuscripts 
and  Miniatures 

Monday,  9th  July,  at  2. 30  pm 
Egyptian,  Western  Asiatic,  Greek, 
Etruscan  and  Roman  Antiquities 

Monday,  9th  July,  at  3  pm 
Old  Master  Drawings 

Tuesday,  10th  July,  at  Belgravia 
Victorian  Paintings,  Drawings  and 
Watercolours 


Tuesday,  lothjuly 

Important  Oriental  Miniatures  and  a 
Mughal  Manuscript 

Tuesday,  iothjuly 

Nepalese,  Tibetan,  Indonesian  and 
Indian  Art 

Tuesday,  iothjuly 
Important  Meissen  Wares 

Tuesday,  iothjuly,  at  2.30  pm 
Primitive  Art 

Wednesday,  nthjuly,  at  10.30  am 
and  2.30  pm 

Fine  Oriental  Miniatures  and 
Manuscripts 

Wednesday,  nth  July 
Important  Old  Master  Paintings 

Thursday,  12th  July,  at  Belgravia 
English  Ceramics 

Thursday,  12th  July 
Jewels 

Thursday,  12th  July,  at  n  am  and 
2.30  pm 

Fine  Old  Master  Engravings, 
Etchings  and  Woodcuts 

Thursday,  12th  July,  and  following  day 
at  1  pm  at  115  Chancery  Lane,  London 
WC2A  IPX  (Hodgson's  Rooms) 
Valuable  Printed  Books 

Friday,  13th  July 

Continental  Furniture,  Chandeliers 
and  Rugs  and  Carpets 

Monday,  1 6th  July 

Silhouettes,  English  and  Continental 
Portrait  Miniatures  and  Objects 
of  Vertu 

Monday,  i6thjuly 

A  Very  Fine  Collection  of  Netsuke 

Monday,  16th  July,  and  following  day 
Modern  First  Editions  and  Autograph 
Letters 

Tuesday,  17th July,  at  10.30  am 
Fine  English  Porcelain 

Tuesday,  17th  July,  and  following  day 
The  Henri  Vever  Collection  of  Fine 
Japanese  Works  of  Art,  Part  III 

Wednesday,  i8thjuly,  at  10.30  am 
Fine  Wines 

Wednesday,  i8thjuly,  at  Belgravia 
English  and  Continental  Furniture 
and  Collector's  Items 

Wednesday,  1 8th  July 

Modern  British  Drawings,  Paintings 

and  Sculpture 


Wednesday,  18th  July,  at  2.30  pm 
Japanese  Swords,  Swordfittings 
and  Armour 

Wednesday,  l8thjuly,  at  3  pm 
Works  by  Dame  Laura  Knight, 
D.B.E.,  R.A.,  and  Harold  Knight, 
R.A. 

Thursday,  19th  July,  at  11  am  and 

2.30  pm  at  Belgravia 

Continental  Ceramics  and  European 

Glass 

Thursday,  19th  July 
English  and  Foreign  Silver 

Thursday,  19th  July,  at  2.30  pm 
Fine  Eighteenth  and  Nineteenth 
Century  English  Drawings  and 
Watercolours 

Friday,  20th  July 

English  Furniture,  Needlework 
Pictures  and  Rugs  and  Carpets 

Monday,  23rd  July 

Fine  Clocks,  Scientific  Instruments 
and  Watches 

Monday,  23rd July 

Modern  and  Antique  Firearms 

Militaria  and  Edged  Weapons 

Monday,  23rd  July,  and  following  day 
Printed  Books 

Tuesday,  24th July,  at  10.30  am 
Chinese  Ceramics,  Korean  and 
South-East  Asian  Pottery  and 
Works  of  Art 

and 

Tuesday,  24th July,  at  11.30  am 
Chinese  Works  of  Art,  Pottery 
and  Porcelain 

Tuesday,  24th  July,  at  n  am  and  2.30  pm 
at  Belgravia 

Victorian  Paintings,  Drawings 
and  Watercolours 

Tuesday,  24th  July,  at  2.30  pm 
Greek  and  Russian  Icons,  Russian 
Works  of  Art  and  Objects  of  Vertu 

Wednesday,  25th July,  at  n  am  and 
2.30  pm 

Old  Master  Paintings 

Wednesday,  25th  July 

British  and  European  Pewter 

Thursday,  26th July,  at  10.30  am 
Ancient,  English  and  Foreign  Coins 

Thursday,  26th  July 

Nineteenth  Century  and  Modern 

Etchings,  Lithographs  and  Woodcuts 


Thursday,  26th  July,  at  Belgravia 
English  and  Foreign  Silver,  Plated 
Wares  and  Objects  of  Vertu 

Thursday,  26th  July,  and  following  day 
at  1  pm  at  1 15  Chancery  Lane,  London 
WC2A  iPX  (Hodgson's  Rooms) 
Printed  Books 

Friday,  27th  July 

English  and  Oak  Furniture,  Dolls, 
Rugs  and  Carpets 

Monday,  30th July 

Continental  and  English  Glass  and 
French  Paperweights 

Monday,  30th  July 
Printed  Books 

Monday,  30th  July,  at  2.30  pm 
Egyptian,  Western  Asiatic,  Greek, 
Etruscan  and  Roman  Antiquities, 
Islamic  Pottery,  Tibetan  Tankas, 
Nepalese,  Tibetan  and  Indian  Art, 
African,  Oceanic  and  American 
Indian  Art 

Tuesday,  3 1  st  July,  at  10.30  am  and 
2.30  pm 

Chinese  Snuffbottles,  Works  of 
Art,  Jade  and  Hardstone  Carvings 
and  Ch'ing  Porcelain 

Tuesday,  31st  July,  at  10.30  am 
English  and  Continental  Pottery 
and  Porcelain 

Tuesday,  31st July,  at  Belgravia 
Victorian  Paintings,  Drawings  and 
Watercolours 

Wednesday,  1st  August,  at  Belgravia 
English  and  Continental  Furniture 
and  Works  of  Art 

Wednesday,  1st  August 
Eighteenth,  Nineteenth  and 
Twentieth  Century  English  and 
Continental  Paintings 

Wednesday,  1st  August 
Japanese  Works  of  Art 

Thursday,  2nd  August,  at  10.30  am 
Jewels 

Thursday,  2nd  August,  at  Belgravia 
Oriental  Ceramics  and  Works  of  Art 

Thursday,  2nd  August 

English  and  Foreign  Silver  and  Plate 

Thursday,  2nd  August,  at  2.30  pm 
Eighteenth,  Nineteenth  and 
Twentieth  Century  Drawings  and 
Watercolours 

Friday,  3rd  August 

English  and  Continental  Furniture 
and  Rugs  and  Carpets 


LONDON 

Sotheby  &  Co.,  34-35  New  Bond  Street, 
London  WiA  2AA 
Telephone:  01-493  8080 
Telex:  London  24454 

Telegrami:  Abinitio,  London 

Sotheby's! lelnrn      19 M.  tcomb Street, 

London  SWiX  g|  II 

Telephone:  01-235  4311 

Sotheby  &  ( :o.,  1 1  s  <  hanrcry  Lane, 

London  W(  2A  IPX 

(Hodgson's  Rooms) 

Telephone:  01-405  7^38 

SCOTLAND 

John  koln  rtson,  19  Castle  Street, 
Edinburgh  EH2  3  AH 
Telephone:  03 1-226  5438 
Telegrams:  Abinitio,  Edinburgh 

NETHERLANDS 

Duncan  McLaren, 
98  Rokin  Amsterdam 
Telephone:  020  22J  491 


NEW  YORK 

Sotheby  Parke  Bernet  Inc.,  New  York 
9K0  Madison  Avenue,  New  York  I002I 
Telephone:  212-879-8300 
Telex:  New  York  232643 
Telegrams:  Parkgal,  New  York 

CALIFORNIA 

Sotheby  Parke  Bernet  Inc., 

7660  Beverly  Boulevard,  Los  Angeles, 

California  90036 

Telephone:  213-937-5130 

Telex:  677120 

TEXAS 

John  1:.  Parkcrson,  3196  Gallcria  Post  Oak, 
501 5  Wcsthcimer  Road,  Houston, 
Texas  77027 
Telephone:  7 1 3-623-0010 

ARGENTINA 

William  R.  Edbrookc,  Kcrtcus 
Antiques,  Libcrtad  846,  Buenos  Aires 
Telephone:  (41)  Plaza  0831 


CANADA 

Geoffrey  Joyner, 

Sotheby  &l  Co.  (Canada)  Ltd.,  Suite  412, 
The  Park  Plaza,  170  Bloor  Street  West, 
Toronto  I  So,  Ontario 
Telephone:  416-924  1196 

FRANCE 

Valentin  Abdy, 
8  Rue  de  Duras,  Paris  8e 
Telephone:  265  2599 
Telex:  21550  ext.  107 

GERMANY 

Miss  Kate  Foster,  Galeriestrasse  6a, 
8  Munich  22.  Telephone:  811-292252 
811-297822 

SWITZERLAND 

Dr.  J.  G.  Wille  in  partnership  with 
Alfred  Schwarzenbach, 
18  Bleichcrweg  8022  Zurich 
Telephone:  25001 1.  Telex:  52380 
Telegrams:  Abinitio,  Zurich 


ITALY 

Sotheby's  of  London,  s.r.I. 

Palazzo  Capponi,  Via  Gino  Capponi  26, 

Florence  50 1 2 1 

Telephone:  570410 

Telegrams:  Abinitio,  Firenze 

BRAZIL 

Walter  Geycrhahn.  Rua  do  Rosario, 
135/137-20  andar,  Rio  dejaneiro 
Telephone:  252  7495 
252  9552 
Telegrams:  Eikos  Rio 

AUSTRALIA 

Bruce  Rutherford, 

Sotheby  &  Co.  (Australia)  Pry.  Ltd., 

10  Stodart  St.  Camberwell,  Victoria  3124 

Telephone:  Melbourne  29  8989 

Telegrams:  Abinitio,  Melbourne 

SOUTH  AFRICA 

R.  H.  Cassircr,  P.O.  Box  31010, 
Braamfontcin.  Johannesburg 
Telephone:  Johannesburg  724-5967  6029 
Telegrams:  Abinitio,  Johannesburg 


london  in  maps  London  in  Maps  PhilippaGlanville 


rHfUPPAGI  ANV1L1 


"...  beautifully  produced,  fascinating  and  informative" 
John  Betjeman 

An  outstandingly  handsome  book,  published  by  The  Connoisseur, 
that  re-creates  the  whole  development  of  the  city  in  successive 
maps,  enabling  the  reader  to  discover  how  London  absorbed  the 
surrounding  villages,  and  to  trace  vanished  landmarks.  The 
continuing  changes  in  London's  topography  from  the  foundation 
of  the  city  by  the  Romans  up  to  the  present  day  are  all 
illustrated  in  maps  that  are  both  decorative  and  informative. 

London  in  Maps  is  unlikely  ever  to  be  reprinted.  It  is  the  kind  of 
book  which,  soon  after  publication,  becomes  a  collector's  piece  in 
the  lists  of  antiquarian  booksellers  who  special  i/e  in  topography. 

Page  size  14J  x  8J  ins.  212  pages  including  69  large-size  maps, 
29  in  full  colour.  Fully  bcund  in  gold-blocked  buckram. 
£  1 5.00  ($37-00). 


Order  form 

To:  The  Connoisseur  Books  Division,  Chestcrgate  House, 
Vauxhall  Bridge  Road,  London  SWiV  iHF.  (Reg.  Office) 
Reg.  No.  1 1 2955  England. 


Please  send  me  copies  of  Lotim 

£15.00  ($37.00)  each. 


in  Maps  at 


I  enclose  my  cheque/draft  for  made  payable 

to  The  Connoisseur. 

Name/address: 


The  Connoisseur 
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FOR  SALE 


WANTED 


Collection  of  Thai  and  Cambodian  Bronzes,  write  Thornecroft, 
Landscove,  Newton  Abbot.  Devon,  England.  Telephone  Staverton  679. 


Money  paid  by  Collector  for  old  metal  toy  soldiers.  Phone  01-733 
5115  after  7.00  p.m. 


Antiques  in  Britain.  184  page  Guide  Book/Price  Guide.  £1.69  ($5). 
The  Old  Town  House,  Wendover,  Bucks. 


Wanted:  Old,  non-humorous  legal  prints,  etchings,  engravings 
of  trials,  judges,  court  scenes,  anything,  relating  to  judiciary  or  politics. 
Wanted  also  bronzes  of  Russian  Cossacks.  Write  Hyder,  1918  Com- 
merce Building,  Fort  Worth,  Texas  761 02,  U.S.A. 


Foreign  dealers  visiting  U.S.  -  for  good  English,  Continental  antique 
silver,  contact  the  Crowned  Harp  in  New  Haven,  Connecticut  area. 
Phone  203-787-1933 


Would  owners  of  Pictures  By  Jacob  and  Abel  Grimmer  please 
contact  Madame  R.  du  Roy  de  Bliquy,  37  Rue  des  Drapiers  -  1050 
Brussels  who  is  preparing  a  catalogue  raisonn6  of  the  work  of  these 
two  masters. 


Antique  Maps  and  Prints:  Illustrated  catalogue  25p.  Richard 
Nicholson,  Wavecrest,  Menai  Bridge  Road,  Bangor,  Caernarvonshire. 


Old  Prints.  Unrivalled  selection  on  all  subjects,  also  ORIGINAL 
DRAWINGS,  RARE  BOOKS  and  AUTOGRAPH  MANUSCRIPTS. 
Callers  by  appointment  only,  telephone  01-262  5439.  Walter  T. 
Spencer,  specialists  since  1 856, 47  Upper  Berkeley  Street,  London,  W.1 . 


MISCELLANEOUS 


Renaissance  Polish*  Versatile  translucent  wax  that  gently  lifts  the 
grime  of  antiquity  from  all  surfaces,  leaving  them  delightful  to  see  and 
touch.  Made  by  special  authority  of  the  British  Museum  and  supplied 
to  professional  restorers  everywhere.  Renaissance  is  now  available 
privately  by  mail  order  to  readers  of  THE  CONNOISSEUR,  at  Chestergate 
House,  Vauxhall  Bridge  Road,  London,  SW1V  1HF.  Price  per  can 
US/Canada:  $2.60.  Mailing  costs  per  can,  by  air:  $2.60;  curface:  $1 .60. 
Price  per  can  UK  and  overseas:  £1.00.  Mailing,  per  can:  UK  15p; 
overseas  50p.  10%  discount  overall  on  orders  of  six  or  more. 
V.A.T.  at  10%  should  be  added  to  the  net  cost  of  all  orders  in  the  U.K. 
"('Exceptional . . .  unique  wax  polish'  -  THE  CONNOISSEUR,  Oct.  1 970) 


Miss  Chinneck  Scoble,  London,  specialises  in  antiques.  Tel.  No. 
01 -263  0061 


Professional  Photographer  will  photograph  your  antiques,  anywhere. 
01-274  2602:  Academy  Photos,  13/15  Shakespeare  Road,  London 
SE24  0LA. 


Detailed  Editorial  Indexes  for  The  Connoisseur  are  published  three 
times  a  year  at  50p  each  (plus  2^p  postage).  From  The  Circulation 
Dept.,  The  National  Magazine  Co.  Ltd.,  22  Armoury  Way,  London, 
S.W.18. 


Register  advertisements  are  15p  per  word,  minimum  £2.25  for  15  words, 
which  must  be  prepaid  and  sent  to  the  Advertisement  Manager, 
THE  CONNOISSEUR,  CHESTERGATE  HOUSE,  VAUXHALL  BRIDGE 
ROAD,  LONDON,  SWJV  JHF.  (01-834  2331).  Addresses  or  Box 
Numbers  must  be  inserted  and  replies  to  the  latter  should  be  clearly 
marked  with  the  Box  Number.  The  Proprietors  of  The  Connoisseur  accept 
no  responsibility  for  any  sales  effected. 
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George  II  Silver  Kettle  and  Stand. 
Date:  London  1740.    Maker:  John  Barbe. 
Weight:  67  ozs.     Height:  13^  ins. 

John  Barbe,  the  maker  of  this  fine  piece, 
lived  and  worked  in  West  Street,  Seven  Dials,  London 
from  1735-1773- 


S.  J.  SHRUBSOLE 


S.  J.  SHRUBSOLE  LTD. 
43  MUSEUM  ST. 
LONDON  WC1A  1LY. 
TEL  01-405  2712 

One  minute  from  the  British  Museum 

Member  of  the  British  Antique  Dealers'  Association 


S.  J.  SHRUBSOLE  CORP. 
104  EAST  57th  STREET 
NEW  YORK  10022 
TEL  0101  212-75-38920 

Member  of  the  National  Antique 
and  Art  Dealers'  Association  of  America 


A  jade  boulder  carving  of  pale  celadon  colour,  depicting  sages  standing  on  a  ledge  overlooking  rocky  crags, 
with  fir  trees  to  the  side.  The  whole  sharply  carved,  the  reverse  with  russet  tones  of  the  skin  in  the  rugged  surface. 

Chinese,  Ch'ien-lung  period,  1736-1795.  Length  %\"  (21 75  cms.)  Height  5j"(i3'25  cms  ) 


to  IfHH  Thf  liukf  «f  Edinburgh 


SPINK  &  SON 


KING  STREET,  ST  JAMES'S,  LONDON  SWi.  Telephone  01-930  7888  (24 hours).  Telex  Spink  Westcham  Ldn  268312 
SCHIFFLANDE  12,  HECHTPLATZ,  8001  ZURICH.  Telephone  Zurich  32  54  22.  Cables  Spink  Zurich  Ltd. 


How  to  Stop  Art  Thefts 


Each  people,  they  say,  gets  the  government  it  deserves 
and  one  might  extend  the  argument  and  say  that  each 
society  gets  the  criminals  it  merits.  Art  and  archaeology 
have  been  conspicuous  victims  of  this  process  in  the 
1960s  and  1970s. 

The  situation  is  full  of  paradoxes.  If  more  people 
now  take  more  interest  than  ever  before  in  the  arts  it  is 
largely  because  governments  have  distributed  more 
public  money  to  the  arts  through  such  organisations  as 
the  Arts  Council  of  Great  Britain.  The  most  cons- 
picuous government  action  has  undoubtedly  been  the 
tax  reliefs  offered  in  return  for  the  gift  or  bequest  of  a 
work  of  art  to  a  collection  open  to  the  public.  Tins 
enlightened  practice  has  been  most  generous  in  its 
range  and  widest  in  its  application  in  the  United  States, 
yet  it  has  had  the  unforeseen  and  unintended  result  of 
turning  an  object  of  art,  for  the  first  time  in  history, 
into  an  object  of  investment.  And  since  the  price  paid 
has,  because  of  the  incidence  of  tax  relief,  been  a 
matter  of  relative  unimportance,  government  action 
has  also  been  the  indirect  cause  of  the  very  steep  and 
continuing  rise  in  prices.  This  increased  demand 
naturally  attracts  the  activities  of  criminals  who  find 
stealing  works  of  art  a  worthwhile  activity  even  if  they 
only  get  the  fractional  value  paid  by  a  fence. 

The  world  art  market  depends  chiefly  on  the 
institutional  buyer  and  the  affluent  collector.  The 
fabulously  rich  patron  of  the  arts  is  too  rare  a  pheno- 
menon to  affect  the  total  trade  figures.  The  museums, 
particularly  the  well-endowed  museums,  are  alert  and 
competitive  buyers.  It  is-a  natural  instinct  to  try  to  do 
better  than  the  next  man  and  who  shall  blame  a 
museum  director  for  wanting  to  hang  on  his  walls 
more  masterpieces  than  his  rival  or  fill  the  gaps  in  his 
collection?  Rather  we  should  be  grateful  to  that 
increasing  number  who  have  endowed  their  institu- 
tions with  strict  rules  to  enquire  into  the  origin  of 
objects  offered  for  sale,  whether  this  is  a  matter  of 
traditional  caution,  as  is  the  case  with  the  British 
Museum,  or  whether  it  takes  the  form  of  written 
directives  for  the  guidance  of  colleagues,  as  with  the 
museums  of  Pennsylvania,  Harvard  and  Brooklyn,  to 
name  only  three.  This  is  an  important  step  forward  in 
protecting  the  museums  against  the  inadvertent  purchase 
of  objects  of  dubious  orovenance  while  at  the  same  time 
hampering  the  illicil  trade  in  art.  There  are  eight  thou- 
sand museums  in  the  [Jni  1  States  and  if  the  majority 
followed  the  lead  of  these  important  scientific  institu- 
tions in  refusing  to  buy  objects  without  certificates  of 
origin,  the  clandestine  market  might  not  entirely  shrivel 
away  but  would  be  very  considerably  diminished. 


The  affluent  collector  who  buys  a  work  of  art 
partly  for  his  own  appreciation  and  pleasure,  partly  as 
an  investment,  and  who  may  well  leave  it  to  a  museum 
for  the  enjoyment  of  us  all,  has  many  followers  with 
motives  quite  as  mixed  as  his.  How  many  of  us  in 
Greece,  Italy,  Cyprus,  Turkey,  Thailand,  Mexico  or 
Peru  have  not  longed  for  that  nice  little  pot?  Genuine? 
If  so,  stolen  from  a  site?  For  one  masterpiece,  how 
many  hundreds  or  thousands  of  small,  unimportant 
objects  change  hands  without  certificates  of  origin? 
Certainly  enough  to  make  a  profitable  illicit  trade. 
Buyers  in  this  category  tend  to  look  down  on  the 
tourist  who,  with  a  robust  naivete  picks  up  objects  of 
'airport'  art  or  is  ensnared  by  the  rather  more  expensive 
veneer  of  the  international  hotel's  'boutique'.  In  fact 
we  are  all  tourists  at  whatever  level  of  comfort  we 
travel,  picking  up  the  unconsidered  trifles  mostly  of 
other  people's  heritage.  And  this  trade  too  is  of 
interest  to  the  art  thief,  particularly  where  small 
articles  from  archaeological  sites  are  concerned. 

There  are  two  main  divisions  in  illegal  dealing.  The 
first  is  concerned  with  objects,  mostly  of  European  art, 
usually  of  an  easily  movable  kind  or  susceptible  of 
being  split  up  into  manageable  sizes  to  move  and  hide 
or  disguise.  The  second  concerns  objects  stolen  from 
archaeological  sites  in  almost  every  part  of  the  world. 
A  glance  through  the  Interpol  notices  of  stolen  works 
of  art  shows  losses  in  almost  every  European  country. 
The  figures  for  France  show  the  alarming  rate  of 
increase  in  thefts  from  440  in  1969,  1,500  in  1970,  to 
3,000  in  1971.  In  this  same  year  Italy  lost  9,912  objects 
and  in  1972,  15,850  according  to  the  Department  of 
Antiquities  and  Fine  Arts  of  the  Ministry  of  Education. 

There  are  three  main  sources  of  thefts:  churches, 
museums  and  private  owners.  Churches  contain 
treasures  of  all  kinds,  paintings,  carving,  statuary, 
silver,  tapestries,  books  and  archives  ranging  from 
objects  of  purely  parochial  interest  to  major  master- 
pieces. Their  protection  is  a  particularly  difficult 
problem.  For  long  periods  the  church  is  open  and 
usually  unattended,  and  merely  locked  up  at  night. 
For  hundreds  of  years  this  has  been  sufficient  protection 
and  the  new  threat  to  the  security  of  the  objects  they 
contain  comes  up  against  set  habits  of  mind  and  lack  of 
imagination  which  cannot  accept  that  a  cr  -aking  lock 
in  an  aged  door  is  not  enough  to  deter  a  t  lief  in  the 
1970s.  This  is  how  Caravaggio's  Nativity  v\  is  lost  from 
the  Oratorio  S.  Lorenzo  in  Palermo  in  1969.  Similarly 
two  panels  by  Giovanni  Bellini  (one  of  St.  Sebastian) 
were  ripped  out  of  an  altarpiece  in  SS  Giovanni  e  Paolo 
in  Venice.  Giorgione's  Madonna  Enthroned  was  stolen 


161 


from  the  cathedral  at  Castelfranco  in  December  1972, 
but  happily  recovered  ten  days  later.  Titian's  Holy 
Conversation  was  stolen  from  Sta  Maria  Nascente  in 
Picvc  di  Cadore,  near  Cortina  d'Ampezzo  on  August 
31,  1971,  and  was  recovered  thanks  to  speedy  police 
action  on  September  16,  1971.  These  examples  are  all 
taken  from  Italy,  but  could  be  matched  from  any 
country  in  Europe.  There  is  a  real  financial  difficulty 
in  most  parishes.  New  locks,  new  bolts,  alarm  systems 
and  particularly  the  wages  of  watchmen  cost  more 
money  than  most  churches  can  afford.  It  was  the  theft 
of  the  Giorgione  which  led  the  Superintendent  of 
Galleries  tor  the  Veneto,  Signor  Francesco  Valcanover, 
to  institute  very  strict  rules  for  the  security  of  important 
works  of  art.  He  has  even  gone  so  far  as  to  say  that  if 
they  cannot  be  adequately  protected  they  would  have 
to  be  removed  from  the  church  to  the  safety  of  a 
public  gallery.  One  hopes  that  this  will  not  be  neces- 
sary. A  work  of  art  should  not  be  lightheartedly 
removed  from  the  setting  for  which  it  was  designed. 
In  addition  they  are  a  source  of  local  affection  and 
pride  and  not  only  for  touristic  reasons.  When  the 
Titian  returned  to  Pieve  di  Cadore  it  was  welcomed 
with  rejoicing  and  bell-ringing.  Yet  it  is  difficult  to  see 
how  important  works  of  art  can  be  left  in  churches 
unless  the  government,  local  interests  and  the  church 
combine  to  provide  reasonable  security. 

Works  of  art  in  private  ownership  suffer,  sometimes 
to  an  unbelievable  degree,  from  the  same  negligence 
and  indifference.  Some  who  buy  works  of  art  purely  as 
investments  keep  them  safe  in  strong  rooms  though 
this  can  hardly  be  said  to  aid  the  cause  of  art.  In  general 
negligence  reigns  supreme  and  is  as  much  assistance  to 
the  art  thief  as  it  is  to  his  other  self  who  is  after  mink 
coats  and  jewellery.  A  restaurant  owner  in  France  lost 
twenty-two  paintings,  including  a  Brueghel,  a  Renoir 
and  a  Manet.  He  just  locked  up  his  restaurant  at  night 
in  the  usual  way  as  though  pots  and  pans  and  coffee 
cups  were  all  he  had  to  protect.  In  Italy  an  owner  lost  a 
Michelangelo  bust,  amongst  other  things,  from  his 
private  museum  housed  in  an  unguarded  greenhouse. 
Private  owners  assist  the  thieves  if  they  have  not 
bothered  to  take  elementary  precautions,  to  document 
their  possessions  properly  so  that  the  police  can  take 
effective  action.  There  is  much  talk  about  the  criminal 
network  allegedly  operating  through  Switzerland  and 
Western  Germany.  This  is  a  highly  organised,  well 
planned  criminal  activity  and  as  such  a  very  grave 
danger  to  all  works  of  art.  But  the  threat  of  the  small 
criminal  is  equally  dangerous  to  the  private  owner. 

Museums  h  ;vc  a  twofold  problem  which  one  might 
describe  as  adequate  control  of  the  inward  and  the  out- 
ward movement  of  works  of  art.  Thefts  from  the 
collection  is  a  matter  of  museum  security  which  is 
receiving  increasing  and  expert  attention.  Major  works 
of  art  are  very  difficult  to  dispose  of  unless  one 
believes  in  that  art-collecting  Scrooge  gloating  over  his 
nefarious  acquisitions  in  a  cellar.  A  more  real  danger 
is  the  attempt  to  extort  a  ransom.  Most  museums  seem 
to  have  set  their  faces  against  this  but  the  history  of 
some  recent  cases  leads  one  to  suppose  that  it  is  some- 
times pai  I,  if  only  in  the  form  of  payment  for  informa- 
tion on  the  whereabouts  of  the  objects. 
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Vcrmccr's 

Love  Letter 

stolen  while  on  loan 

to  an  exhibition  in 

Brussels  and 

recovered  after  a 

few  days. 

As  this  scries  of 

photographs  shows, 

it  was  extensively 

damaged  and  needed 

considerable 

restoration. 


The  thctt  ot  Vermeer's  Lore  Letter  illustrates  another 
risk  constantly  present  in  the  minds  of  museum 
directors:  the  thieving  of  objects  by  unbalanced 
persons  or  extremists  attracting  attention  to  their  views. 
The  Vcrmeer  was  stolen  on  September  16,  1971,  while 
on  loan  trom  the  Rijksmuseum  in  Amsterdam  to  an 
exhibition  in  Brussels  and  was  rapidly  recovered, 
though  in  a  considerably  dilapidated  state.  It  was  stolen 
to  draw  attention  to  the  miseries  suffered  in  Bangladesh. 

The  inward  traffic  is  a  matter  of  an  acquisitions 
policy.  Museum  directors  are  always  faced  with  the 
problem  ot  inadvertently  or  incautiously  buying  a 
stolen  work  ot  art  and  the  importance  of  the  move 
sponsored  by  the  International  Council  of  Museums 
towards  the  adoption  ot  ethical  standards  of  acquisition 
is  to  provide  protection  tor  the  museums  as  well  as  a 
means  of  checking  illicit  dealing.  A  recent  well- 
documented  case  concerns  the  acquisition  ot  Raphael's 
Portrait  of  a  Young  Girl  by  the  Boston  Museum  of  Fine 
Arts  in  1969.  The  painting  was  seized  early  in  1971  by 
the  United  States  Customs  on  a  complaint  from  the 
Italian  services  for  the  recovery  of  stolen  works  of  art, 
headed  by  Signor  Rudolfo  Siviero.  Of  the  decision  of 
the  United  States  Treasury  the  portrait  was  returned 
to  Italy  in  September  1971.  To  add  to  the  embarrass- 
ment this  incautious  purchase  caused  the  museum, 
there  were,  at  one  time,  allegations  that  it  was,  in  any 
case,  a  fake. 

Thefts  ot  objects  of  archaeological  interest  are  much 
less  well  documented.  The  illicit  trade  is  obviously 
very  large,  is  increasing  and  is,  in  a  sense,  more  serious 
than  the  theft  of  the  kind  of  object  so  tar  considered 
since  it  involves  the  destruction  of  scientific  evidence, 
of  knowledge  of  earlier  civilisations  as  well  as  the  loss  of 
the  objects  themselves.  Impetus  has  been  given  to  this 
illicit  market  by  the  desire  to  create  collections 
illustrating  cultures  which  have  come  to  light  in 
recent  years.  In  fact  the  market  followed  archaeological 
exploration  and  then  ran  ahead  of  it.  Now  entre- 
preneurs in  Guatemala,  Mexico,  Indonesia,  Cambodia, 
Thailand,  Oceania  and  Africa  are  paying  peasants  to 
forage  among  ruined  cities  and  unexcavated  sites  for 
objects  which  they  buy  for  a  few  shillings  and  sell  at 
four  hundred  times  the  price.  These  entrepreneurs,  who 
arc  sometimes  a  very  violent  type,  terrify  local  guides 
working  with  archaeological  expeditions  and  in  one 
well-authenticated  case,  murdered  him.  This  does  not 
prevent  them  from  sometimes  presenting  themselves  as 
Robin  Hoods  distributing  large  sums  to  the  down- 
trodden peasants.  One  such  entrepreneur  employing 
looting  teams  in  Guatamala,  El  Salvador,  Honduras 
and  Costa  Ri<  a  is  said  to  spend  $50,000  (.£20,830)  a 
year.  There  is  indeed  very  great  poverty  in  these 
countries,  as  in  others  now  being  systematically 
looted,  and  no  peasant  can  afford  to  forgo  the  pittance 
he  derives  from  hunting  small  objects  and  splitting 
fragments  off  large  ones.  In  Latin  America  the  stone 
objects  are  usually  large  and  many  stelae  have  been 
found  chipped  by  hammers,  cut  by  mechanical  saws 
and  split  by  acid  or  fire.  A  fragment  saleable  through 
the  clandestine  market  is  one  result.  The  destruction  of 
an  inscription,  which  might  have  thrown  light  on  a 
civilisation,  is  another.  But  even  worse,  whole  sites 
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are  being  laid  waste,  often  before  an  archaeologist  has 
ever  seen  them.  This  is  particularly  grave  in  the  case  of 
the  'lost'  cities  south  of  Timbuctoo  along  the  Niger 
River  about  which  very  little  is  known  or  ever  likely 
to  be  known  thanks  to  the  flourishing  centre  of 
smuggling  which  has  grown  up  in  Bamako  rivalling, 
in  its  own  way,  the  similar  capital  of  illicit  sales 
established  in  Bangkok. 

The  countries  whose  ancient  past  is  still  only  partlv 
explored  view  this  wholesale  looting  with  growing 
alarm.  The  difficulties  in  protecting  their  monuments 
and  sites  are  great.  The  first  is  an  appalling  shortage  of 
trained  archaeologists.  There.are  said  to  be  only  forty 
in  the  whole  of  Indonesia.  Then  there  is  the  intractic- 
able  nature  of  the  country  in  which  the  monuments  lie 
and  the  impossibility  of  policing  long  frontiers 
running  through  difficult  terrain  in  remote,  un- 
inhabited and  oftenjungly  countrv. 

What  can  be  done  to  call  a  halt  to  this  seeping  away 
cf  knowledge  and  treasured  examples  of  our  own, 
other  people's  culture?  First,  what  has  already  been 
done?  In  the  international  field  both  the  Council  of 
Europe's  Convention  on  Protection  of  the  Archaeo- 
logical Heritage  (1969)  and  the  Uncsco  Convention  on 
the  Illicit  Import,  Export  and  Transfer  of  Ownership 
of  Cultural  Property  (1970)  have  served  to  alert 
signatory  governments  to  the  dangers  and  to  encourage 
legislative  action.  The  first  is  the  easier  to  implement 
since  the  eighteen  European  countries  involved  share 
a  similar  heritage  and  level  of  administrative  concern. 
The  Unesco  Convention  was  drafted  to  meet  the 
requirements  of  over  120  member  states  and  naturally 
some  fundamental  differences  of  opinion  emerged. 
Some  countries  (such  as  Mexico),  chiefly  preoccupied 
with  checking  the  smuggling  of  archaeological 
objects,  sought  to  place  the  responsibility  of  controlling 
the  traffic  on  the  importing  country.  Others  adopted 
the  mirror  image  of  tins  argument,  contending  that 
each  country  must  control  outward  traffic  over  its 
frontiers  and  enforce  its  own  laws.  This  was  the 
position  of  the  United  Kingdom.  Whatever  may  be 
the  merits  or  otherwise  of  the  argument  (and  it  is 
difficult  to  avoid  the  conclusion  that  the  British 
position  has  a  somewhat  holier-than-thou  air  about  it) 
it  removed  some  of  the  force  of  the  Convention. 
Nevertheless  it  was  a  useful  exercise,  particularly  in 
that  it  led  to  Congress  action  in  1971  prohibiting  the 
import  into  the  United  States  of  pre-Columbian 
objects  without  a  certificate  from  the  country  of 
origin.  At  the  same  time  the  International  Council  of 
Museums'  emphasis  on  the  need  for  a  museum  to  have 
a  policy  on  the  ethics  of  acquisition  was  of  great  value. 

By  far  the  most  important  practical  action  in 
recovering  stolen  works  of  art  is  the  collaboration  of 
Interpol  with  national  police  forces.  But  their  action 
cannot  be  effective  without  the  co-operation  of  the 
owner  of  the  stolen  property.  Success  depends 
csscntiallv  on  speed.  Most  important  thefts  are  over  a 
border  within  forty-eight  hours  and  no  national  police 
has  the  right  of  pursuit  across  frontiers.  No  frontier 
police  can  be  expected  to  take  adequate  action  unless  it 
knows  what  it  is  looking  for:  hence  a  photograph 
made  immediately  available  to  the  national  police  and 


Interpol  is  vital  to  a  successful  search.  In  addition  the 
owner  has  a  responsibility  to  ensure  reasonable  security 
and  to  be  suspicious  in  his  buying.  Stolen  objects  sell 
at  about  ten  to  fifteen  per  cent  of  their  real  value  so  a 
purchaser  can  hardly  be  unaware  of  what  he  is  doing. 
Assistance  from  all  the  parties  concerned,  whether  they 
are  museums,  private  owners,  dealers  or  insurance 
companies  could  increase  the  lamentably  low  propor- 
tion of  recovery.  According  to  Interpol  some  eight 
per  cent  of  the  thefts  reported  to  it  are  recovered. 
The  French  police  rate  of  recovery  is  about  one-sixth 
of  reported  thefts. 

Thefts  of  works  of  art  have  now  reached  the 
proportions  of  an  international  scandal.  It  is  time  to 
call  a  halt.  How?  What  is  really  required  now  is  joint 
action  on  the  part  of  those  chiefly  concerned  to  protect 
themselves  and  the  art  world  generally  and  to  provide 
effective  help  to  the  police.  The  main  interests  involved 
are  the  owners  of  works  of  art,  both  institutions  and 
individuals,  insurance  companies  and  dealers.  Between 
them  they  could  help  to  educate  buyers  in  providing 
reasonable  security  and  adequate  documentation 
which  would  enable  the  police  to  take  more  rapid  and 
more  active  measures  to  recover  stolen  objects. 

Associations  of  art  dealers  could  encourage  amongst 
their  members  the  practice  of  always  providing  an 
adequate  photograph  of  every  object  sold  together 
with  a  leaflet  explaining  reasonable  security  measures 
approved  by  the  national  police  of  their  country.  It 
would  also  be  valuable  if  they  could  increase  the 
professional  standing  of  their  members  by  licensing 
those  who  had  the  required  expertise  and  sense  of 
responsibility.  According  to  the  French  police  about  a 
quarter  of  antique  dealers  are  amateurs  without  either 
the  status  or  knowledge  to  advise  clients.  Insurance 
companies  could  decline  to  renew  policies  unless 
photographs  were  lodged  with  them  and  security 
arrangements  attained  an  agreed  standard. 

Museum  objects  are  normally  adequately  document- 
ed and  the  museum  profession,  gcncrall  v,  is  conscious  of 
the  need  to  keep  in  touch  with  new  developments  in 
security.  Many  of  them  have,  however,  insufficient 
funds  to  install  new  protection  systems,  particularly  in 
small  and  remote  collections.  But  more  could  be  done 
to  hamper  potential  thieves.  In  particular  museums 
should  ensure  that  their  acquisition  policies  meet  the 
ethical  standards  defined  by  the  International  Council 
of  Museums.  In  this  respect  a  valuable  lead  has  been 
given  by  the  American  Association  of  Art  Museum 
Directors  in  the  statement  dated  January  1973.  The 
security  and  documentation  of  works  of  art  in  churches 
should  be  urgently  reviewed  and  improved  by  joint 
action  by  the  ecclesiastical,  governmental  and  local 
authorities.  Private  owners  should  take  a  more 
responsible  attitude  towards  their  possessions  and, 
particularly,  should  ensure  that  photographs  be 
immediately  available  in  case  of  theft.  National  police 
forces  and  Interpol  should  perfect  their  co-ordination 
and  work  in  closer  co-operation  with  one  another  and 
allied  authorities,  such  as  Customs  at  frontier  posts,  and 
with  the  other  interests  listed  above.  Finally,  a  small 
information  unit  representative  of  all  these  aspects  of 
,     the  protection  of  works  of  art  should  be  created. 


Its  duties  would  be  two-fold.  On  the  one  hand  it 
should  ensure,  in  close  co-operation  with  Interpol,  that 
all  points  of  sale  and  purchase  should  be  rapidly 
informed  of  thefts  and  as  full  documentation  as  possible 
be  rapidly  provided.  There  arc  obvious  points  of 
overlap  here  and  it  might  well  prove  that  Interpol 
notices  could  be  made  to  serve  a  wider  purpose.  On  the 
other  hand  the  unit  would  improve  co-operation 
between  the  various  interests  involved  and  educate 
buyers,  particularly  new  buyers,  in  the  dangers  to  their 
possessions  arising  from  inadequate  documentation  and 
security.  A  unit  of  this  kind  would  take  a  little  money 
to  set  up.  The  International  Council  of  Museums  has 
calculated  that  a  year's  working  of  a  unit  designed  to 
keep  museums  informed  would  cost  some  55,000 
dollars.  Once  it  was  established  the  unit  ought  to  be 
able  to  pay  its  way  on  moderate  annual  contributions 
from  the  interests  most  at  risk  from  financial  loss  from 
thefts  and  the  proceeds  of  a  very  small  contribution 
(say  one  per  cent)  of  the  value  of  recovered  objects. 

The  knowledge  that  a  small,  effective  unit  existed  to 
keep  all  concerned  informed  of  thefts  would  very 
materially  help  to  scare  off  the  small  criminal  working 
on  his  own  behalf  through  a  small  fence.  Tracking 
down  and  eliminating  large  organised  criminal  net- 
works is  a  matter  for  sophisticated  police  action.  But 
most  art  thefts  seem  to  have  an  almost  artisan  flavour 
and  it  would  be  a  great  step  forward  if  the  channels  of 
output  of  this  type  of  criminal  could  be  stopped. 

SlIlULEY  GUITON 
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Sebastiano  Ricci 
and  The  Marucelli 

Jtffery  Daniels 


i.  Palazzo  Marucelli: 
facade  into  Via  San 
Gallo,  designed  by 
Ghcrardo  Silvani. 
This  engraving, 
by  F.  Ruggicri  (1755) 
wrongly  attributes 
the  design  to  Parigi. 


Via  San  Gallo  in  Florence  runs  parallel  to  the  Corso 
Cavour  (originally  via  Larga)  in  the  quarter  of  the  city 
most  closely  connected  with  the  earlier  Medici,  and 
which  is  still  dominated  by  the  family  palace,  built  in 
the  second  halt  of  the  fifteenth  century  by  Michelozzo. 
Farther  up  Corso  Cavour  is  the  rear  of  the  large  palace 
whose  principal  facade  looks  on  to  via  San  Gallo,  now 
usually  called  Palazzo  Fcnzi,  although  at  the  period 
under  consideration  it  naturally  took  its  name  from 
that  of  its  owners,  the  Marucelli  (No.  1).  They  did  not 
however  build  it,  its  original  proprietors  being  four 
brothers,  Agnolo,  Zanobi,  Marcantonio  and  Ottavio  di 
Niccolo  Castelli,  who  are  described  as  'richissimi 
negozianti',1  an  indication  that,  like  the  majority  of 
great  Florentine  families,  their  wealth  came  from 
commerce  rather  than  real  estate.  The  architect, 
according  to  most  sources,2  was  Gherardo  Silvani 
(i579_I^75)  whose  somewhat  severe  style  derives  from 
the  great  Roman  palaces  of  the  Renaissance,  of  which 
the  best  known  example  is  Palazzo  Farncse.3  Less 


grandiose  than  the  prototype,  Silvani's  facade  has 
eleven  windows  instead  of  thirteen,  but  like  it,  the  only 
ornamental  emphasis  is  on  the  central  opening  of  the 
first  floor,  a  projecting  balcony  with  a  richly  designed 
balustrade  which  is  supported  by  two  figures  of  harpies, 
carved  by  Raffacllo  Curradi,  who  took  immense  pains 
to  select  the  finest  available  stone,  roughed  them  out  in 
the  quarry  and  then  had  them  transported  to  the  site, 
finishing  them  in  the  palace  itself.4  The  date  of  this 
work  (1634)  is  usually  taken  as  that  of  the  completion 
of  the  facade,  which  may  have  been  begun  somewhat 
earlier,  since  it  is  listed  under  the  date  1626  in  a  Life  of 
Silvani  by  Giovanni  Sini  which  was  written  c.  1645. 
Both  the  facade  as  a  whole  and  the  harpies  in  particular 
were  much  admired  at  the  time,  the  former  being 
described  as  'one  of  the  most  desirable  and  noble 
buildings  erected  by  any  nobleman  in  Florence  during 
the  present  (i.e.  seventeenth  century),1  and  the  latter 
as  'arousing,  at  the  same  time  delight  and  amazement'.4 
Less  than  a  quarter  of  a  century  later  Agnolo,  the 


eldest  of  the  Castelli  brothers,  died,  bequeathing  the 
palace  to  the  heirs  of  Alessandro  Marucelli,  Francesco, 
Orazio,  Giovanfilippo,  Giuseppe,  Jacopo  and  Vin- 
cenzo,  who  inherited  the  whole  estate  on  the  death  of 
the  last  remaining  brother  later  that  year  (1658),  since 
under  Florentine  law,  agnates  (i.e.  descendants  on  the 
male  side)  took  precedence  over  closer  relatives  whose 
link  was  through  the  female  side.  Of  the  six  Marucelli 
brothers,  three  were  in  holy  orders,  Francesco, 
Giovanfilipo  and  Vincenzo,  and  in  addition  Giovan- 
filippo was  Secretary  of  State  to  the  Grand  Duke, 
while  Vincenzo  was  a  canon  of  Florence  cathedral;  of 
the  others,  both  Orazio  and  Giuseppe  were  senators.1 
The  most  famous  member  of  the  family  is  Francesco 
(d.  1703)  since  it  was  he  who  founded  the  library 
that  still  bears  its  name. 

Scbastiano  Ricci's  work  in  the  palace  is  his  largest  and 
most  complete  surviving  decorative  cycle,  comprising 
five  rooms  on  the  ground  floor,  two  on  the  garden 
(south-cast)  side  and  three  at  the  front  (north-west). 
As  can  be  seen  from  the  ground  plan  of  this  section  ot 
the  building  (No.  2)  the  whole  suite  forms  a  separate 
apartment,  with  the  bedroom  as  its  focal  point:  this  is 
a  room  with  an  apsidal  alcove  flanked  by  columns, 
which  support  an  arch  culminating  in  a  coat  of  arms 
sustained  by  putti,  executed,  like  the  rest  of  the  decora- 
tions in  this  room,  entirely  in  stucco,  painted  pink, 
green,  white  and  gold.  The  other  five  rooms  contain 
paintings  by  Ricci  which,  as  is  to  be  expected  in  any 
such  scheme  at  this  period,  follow  a  definite  pro- 
gramme, which  is  only,  however,  clearly  compre- 
hensible if  the  rooms  arc  visited  in  the  correct  order. 
Joachim  von  Dcrschau  described  three  of  them  fully  in 
his  monograph  of  1922, 5  but  since  he  started  at  the 
wrong  end,  no  logical  analysis  of  the  content  of  the 
decorative  scheme  as  a  whole  was  possible,  and  Carlo 
Gamba,  who  studied  them  much  more  closely  two 
years  later,6  chose  the  right  group,  but  began  with  the 
wrong  room,  thus  again  obscuring  rather  than 
clarifying  the  sequence. 

The  apartment  was  intended  for  summer  use,7  hence 
;t  was  principally  approached  from  the  garden  end  of 
the  main  hall;  on  entering,  the  visitor  would  have 
found  himself  in  the  first  of  two  lofty,  nearly  square 
ante-rooms  (Room  1  in  the  plan,  No.  2)  overlooking 
the  garden  itself,  now  alas  entirely  built  over.  The 
subject  of  the  ceiling  by  Ricci  is  The  Victory  of the  Golden 
Age  over  Mars  (No.  3),  and  demonstrates  the  benefits 
to  be  obtained  from  a  life  from  which  the  god  of  war 
has  been  banished.  The  coved  construction  is  empha- 
sised by  gilded  stucchi  of  great  refinement,  consisting 
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2.  Palazzo  Marucelli: 
plan  of  part  of  the 
ground  floor, 
showing  the 
'appartamcttto  cstiuo' 
decorated  (1706-7)  by 
Sebastiano  Ricci. 
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of  a  shell  at  each  corner  of  the  irregular  central  panel 
from  winch  hangs  a  pendant  formed  of  laurel  leaves 
leading  down  to  a  winged  herm-figure  at  the  lower 
cornet ,  exa  1  ited  in  white  painted  stucco  virtually  in  the 
round.  Both  curved  ends  (if  the  central  panel  are 
decorated  with  a  lion's  mask  and  vines,  and  the  two 
straight  sides  are  flanked  by  cartouches  containing 
appropriate  Latin  mottoes.  In  the  central  fresco  are 
depicted  Abundance,  with  her  cornucopia,  and  Peace, 
crowned  with  and  bearing  laurel:  they  are  being 
saluted  by  a  group  of  satyrs  seated  upon  the  globe  while 


above  them  Saturn  with  his  scythe  presides  sleepily. 
Mars,  painted  on  a  raised  area  of  plaster  in  order  to 
increase  the  illusionistic  effect,  is  being  thrust  out  of  the 
frame  by  two  small  but  very  determined  putti,  and 
next  to  him  a  young  couple  dance,  aware  only  of  each 
other.  The  coved  side  panels,  into  one  of  which  Mars's 
helmet  has  already  fallen,  and  his  quiver  into  another, 
are  filled  with  frieze-like  compositions  of  lively  figures 
in  naturalistic  colours  against  a  gold  background.  Putti 
and  satyrs  reinforce  the  message  conveyed  by  the  main 
panel  as  on  one  side  they  take  refuge  from  the  fury  of 


Colour 

Hercules  and  Nessus: 
fresco  in  the 
Sala  d'Ercole 
(Room  5) ;  this  scene 
decorates  the  wall 
containing  the  doors 
from  the  anterooms, 
3  and  4. 


3.  The  Victory 
of  the  Golden  Age 
over  Mars: 
ceiling  fresco, 
6.30X  5.60m; 
Room  1. 

The  stucco  work  is 
gilded  and  the  coved 
side  panels  are  painted 
in  naturalistic  colours 
on  a  gold 
background. 
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4.  Youth  choosing 
between  Virtue  and 
Vice: 

ceiling  fresco 
(detail) ;  Room  i. 
(Immediately  below 
this  scene  is  the  canvas 
depicting 

Cinclnnatut  being 

offered  the 

dictatorship.  No.  5.) 


war  under  an  ad  lioc  tent  formed  out  of  a  banner 
bearing  the  arms  of  the  Marucelli  family.8  The  colours 
in  the  principal  scene  are  generally  fresh  and  clear,  with 
Abundance  in  pale  lemon,  Peace  in  white  and  red,  the 
most  prominent  satyr  draped  in  blue  shot  with  purple 
and  Mars  in  a  brilliant  red  cloak.  On  the  walls  are  four 
scenes  of  Golden  Age  peace  and  prosperity  by  a 
deservedly  anonymous  follower  of  Ricci,  but  the  two 
over-doors  in  grisaille  arc  clearly  by  the  master. 

The  second  room  has  a  ceiling  entirely  frescoed  by 
Ricci  and  three  important  canvases  on  the  walls,  also 
by  him.  The  subject  of  the  fresco,  which  creates 
sptto  in  sit  illusionism  of  tremendous  assurance,  is 
Youth  choosing  between  Virtue  and  Vice  (No.  4),  and  the 
victory  of  the  former  is  emphasised  by  the  subjects  of 
the  canvases  below.  Entering  this  room  from  the  first 
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ante-room,  the  visitor  is  faced  with  the  crucial  incident 
depicted  on  the  ceiling,  Youth  represented  by  a  young 
woman  dressed  in  pink,  being  simultaneously  haran- 
gued by  a  figure  in  a  ragged  garment  who  has  been 
identified  as  Wisdom,  from  the  book  carried  behind 
her  by  a  putto,9  but  who  may  well  represent  Study, 
and  tempted  by  a  satyr  who  points  to  a  group  of 
people  who  have  abandoned  themselves  to  sensual 
pleasures.  The  figures  along  the  cornice  of  the  room 
are  closely  related  to  stucco  figures  in  high  relief  which 
help  to  unify  the  whole  composition  by  providing  an 
intermediate  zone  between  the  walls  and  ceiln.t, 
heavier  colouring  of  the  painted  figures,  except  those 
in  the  upper,  celestial  zone,  and  the  strong  blue-green 
foliage  underline  this  effect. 

The  canvases  set  into  the  walls  in  wilt  frames 


illustrate  the  theme  of  noble  renunciation  on  three 
famous  occasions  in  Roman  history:  under  the  scene 
of  choice  is  depicted  Cincinnatus  being  offered  the 
Dictatorship  (No.  5),  in  order  to  save  Rome  from  her 
enemies,  a  responsibility  he  shouldered  with  reluctance 
and  relinquished  immediately  after  his  victory, 
returning  to  cultivate  his  fields.  In  Ricci's  picture,  the 
sombre  brown  and  black  of  Cincinnatus's  simple 
garments  are  contrasted  with  the  glamorous  figure  of 
the  kneeling  page  whose  golden  yellow  cloak  sets  off 
the  rich  red  of  the  baton  and  the  drapery  which 
presumably  covers  the  other  emblems  of  power.  The 
picture  on  the  shorter  wall  opposite  the  windows 
depicts  The  Incorruptibility  of  Cains  Fabricius,  the 
conqueror  of  Pyrrhus  and  a  man  noted  for  the  austerity 
of  his  life  and  his  contemptuous  refusal  of  gifts  and 


5.  Cincinnatus 
being  offered 
the  Dictatorship: 
oil  on  canvas, 
I.95  X  2.65m. 
A  more  sophisticated 
version  of  this 
somewhat  operatic 
composition  exists 
at  Parma. 
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6.  The  Continence 
of  Scipio : 
oil  on  canvas, 
1.95  X  2.65m. 
One  of  a  group  of 
three  canvases  affixed 
to  the  walls  of 
Room  2; 

each  illustrates  the 
theme  of  noble 
renunciation  on  a 
famous  occasion  in 
Roman  history. 


rewards.  The  third  canvas  represents  a  theme  treated 
by  Ricci  on  several  occasions,  The  Continence  of 
Scipio  (No.  6):  Scipio  Africanus,  the  conqueror  of  the 
Carthaginians  in  Africa,  also  defeated  them  in  Spain, 
and  after  the  taking  of  New  Carthage  (now  Cartagena), 
he  demonstrated  his  self-denial  as  well  as  his  mag- 
nanimity by  returning  a  beautiful  young  princess  to 
her  parents  and  her  betrothed,  to  whom  he  gave 
lavish  presents.  The  opulence  of  the  somewhat 
operatic  composition  is  fully  conveyed  by  the  colours, 
with  Scipio  in  rich  pink-red,  his  young  page  in  pink 
and  pale  green,  the  princess  in  gold  and  white  with  a 
deep  blue  cloak,  her  betrothed  in  lime  green  and  her 
father  in  a  light  brown;  the  gleaming  golden  vessels 
in  the  left  foreground  are  set  off  by  a  blue  and  white 
striped  cloth. 

Thus  the  two  ante-rooms  celebrate  two  victories;  0/ 
peace  over  war,  and  virtue  over  vice,  and  so,  suitably 
elevated,  the  visitor  is  now  prepared  to  enter  the  inner 
sanctum,  the  bedroom,  whose  decoration  as  has  been 
noted,  is  entirely  carried  out  in  painted  stucco.  Beyond 
the  bedroom  is  a  suite  of  two  anterooms  and  a  grand 
salone;  both  of  the  two  smaller  rooms  have  ceilings  by 
Ricci,  painted  on  canvas  and  set  in  simple  moulded 
frames.  That  in  the  first  and  smaller  anteroom  takes 
up  the  theme  from  the  third  of  the  Roman  history 
canvases,  the  subjugation  of  one's  own  desires  in  order 
to  be  free  to  make  a  magnanimous  gesture,  and 


generalises  it  into  The  Taming  of  Cupid  (sec  front  cover). 
This  quatrefoil  canvas  is  brilliantly  composed,  the 
figure  of  the  defeated  god  of  love  forming  a  diagonal 
across  the  picture,  at  the  centre  of  which  his  arrows 
are  about  to  fall  from  their  quiver  on  to  the  weeping 
figure  of  his  mother  Venus,  whom  the  Graces  try  to 
comfort,  one  of  them  with  a  huge  handkerchief.  The 
laurel-crowned  figure  who  tears  ferociously  at  the 
blindfolded  Cupid's  wings  probably  represents 
Chastity,  or  at  any  rate  spiritual  rather  than  sensual 
love,  his  green  drapery  contrasted  with  the  red  of 
Cupid's.  Lust  conquered,  the  ' visitor  is  now  further 
elevated  by  the  theme  of  the  second  anteroom,  whose 
ceiling  represents  The  Triumph  of  Wisdom  and  the  Arts 
over  Ignorance  (No.  7) :  the  figure  in  the  chariot  being  j 
crowned  with  both  gold  and  laurel  may  be  taken  as 
Tuscany,  whose  political  and  cultural  importance  are 
both  here  being  recognised  by  Minerva,  goddess  of 
wisdom.  She  in  turn  is  supported  by  a  somewhat 
martial  female,  presumably  signifying  Valour  and 
attended  by  representatives  of  the  liberal  arts,  notably 
Music  with  a  pipe,  and  Poetry  with  her  lyre,  while  the 
two  putti  struggling  with  a  pyramid  at  the  top  right 
perhaps  indicate  a  concern  for  architecture.  Ignorance, 
with  ass's  ears,  falls  down  precipitously  towards  Hades, 
where  Charon  in  his  boat  awaits  him,  surrounded  by 
damned  souls  in  apparent  torment.  The  pipe  may  be 
doubly  significant,  since  it  was  rejected  by  Minerva. 
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7.  The  Triumph 
oj  Wisdom  and 
the  Arts 
over  Ignorance : 
oil  on  canvas, 
set  into  the  ceiling 
of  Room  4. 
Possibly  an  allegory 
complimentary  to  the 
Grand  Prince 
Ferdinand  de'  Medici, 
a  friend  of  the 
MarMelli  and  also 
a  patron  of  the  artist. 


who  cast  it  away  on  being  informed  that  playing  it 
distorted  her  features;  she  decreed  that  whoever 
found  it  should  die  as  a  result,  and  indeed  the  un- 
fortunate Marsyas  who  did  so,  was  flayed  alive  for  his 
presumption  in  daring  to  challenge  Apollo  to  a 
contest  of  musical  skill.  The  tears  shed  by  the  satyrs, 
fauns  and  dryads  at  his  fate  formed  a  river,  and  the 
figure  of  the  river  god  at  the  bottom  of  Ricci's 
ceiling  may  be  a  reference  to  this,  although  it  is  more 
likely  to  indicate  the  Styx,  the  river  of  Hades.10  The 
picture  could  be  intended  also  as  a  compliment  to  the 
Grand  Prince  Ferdinand,  the  heir  of  Cosimo  III,  and 
the  most  important  patron  in  Florence,  for  whom 
Ricci  worked  during  his  Florentine  sojourn.  The 
colours  point  the  contrast  between  the  two  spheres 
represented  in  the  scene;  Minerva  in  rose  pink  over 
pale  greenish  yellow  and  Tuscany  in  pale  blue  are 
however  linked  visually  with  the  dark  flesh  tints  of  the 
falling  figure  of  Ignorance  and  the  damned  souls  below 
by  means  of  Music's  brown  cloak,  and  Ricci's  favourite 
strong  pinkish  red  is  used  on  Ignorance's  flying  drapery. 
The  sky  too,  shades  from  pale  cerulean  at  the  top  to 
bluish  grey  below,  with  the  clouds  gradually  darkening 
from  pale  pink  to  brown,  and  the  water  in  the  fore- 
ground is  given  strong  pink  highlights,  echoed  by  a 
patch  of  the  same  colour  behind  the  river  god  himself. 

These  two  anterooms  thus  reinforce,  on  a  personal 
and  intellectual  level  the  primarily  social  message  of 
the  first  two,  and  the  climax  of  the  whole  sequence  is 
reached  in  the  great  frescoed  room  devoted  to  the 
story  of  Hercules,  and  which  can  be  entered  from 
either  anteroom. 

It  is  by  far  the  largest  room  in  the  series,  nearly  ten  by 
( ight  metres,  but  its  height  is  uniform  with  the  others, 
at  four  metres.  A  Active  architectural  framework  has 
been  created  (?  by  Marco  Ricci11)  which  leaves  three 
'openings'  an  the  walls  and  another  on  the  ceiling, 
beyond  whii  h  events  in  the  life  of  Hercules  appear  to 
be  taking  place.  Medallions,  statues  and  'real'  figures 
:irc  also  combined  with  the  basic  architectural  structure, 
in  a  way  which  clearly  derives  from  the  room's 
prototype,  the  Galleria  of  Palazzo  Farnese,  Rome  by 
Annibale  Carracci.  The  Active  architecture  is  painted 
to  represent  a  luxurious,  almost  Imperial  Roman 
combination  of  porphyry  (the  half-columns  and 
framing  pilasters  to  the  nco-Palladian  'openings'  on 
the  walls)  grey  stone  (the  arches  and  the  subsidiary 
pilasters  with  consoles)  and  grecn-patinatcd  bronze  (the 
Composite  capitals  to  the  half-columns,  the  sections  of 
entablature  above  the  framing  pilasters,  and  the  swags 
decorating  the  consoles  on  the  subsidiary  pilasters). 


Of  the  three  main  scenes  depicted  on  the  walls,  the 
most  important,  the  Choice  of  Hercules  (No.  8)  is  in  the 
most  prominent  position  opposite  the  main  source  of 
light,  the  two  long  windows  overlooking  via  San 
Gallo.  The  theme  is  taken  from  Xenophon,  who 
describes  how  the  hero  'being  young  and  retir'd  to  a 
solitary  place,  in  order  to  deliberate  on  the  choice  he 
was  to  make  of  the  different  ways  of  life,  was  accosted 
...  by  the  two  goddesses,  Virtue  and  Pleasure'.  Tins 
quotation  is  from  the  third  Earl  of  Shaftesbury's 
famous  essay,12  written  as  instructions  to  the  Neapoli- 
tan painter  Paolo  de  Matteis  (1662-1728)  published  in 
171 3,  a  few  years  later  than  Ricci's  version,  but  by  a 
curious  coincidence,  at  a  time  when  he  was  in  London. 
Ricci  depicts  the  hero  seated  on  a  rock,  leaning  on  his 
club,  his  head  modestly  bowed  as  he  listens  attentively 
to  the  conflicting  arguments  of  the  two  goddesses. 
In  a  version  of  the  same  composition  which  he  painted 
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a  few  years  earlier  for  Palazzo  Fulcis  at  Belluno,13 
Ricci  also  portrayed  Hercules  seated,  leaning  on  his 
club,  but  gave  his  face  a  look  of  anxiety,  as  if  he  found 
the  decision  a  painful  one  to  make.  In  the  bozzetto 
(No.  9)  for  the  Palazzo  Marucclli  composition  his  left 
hand  supports  his  head  in  a  conventionally  'thoughtful' 
way,  but  the  gesture  was  abandoned  in  the  fresco.  The 
prototype  of  both  versions  is  Annibale  Carracci's 
treatment  originally  executed  as  the  centrepiece  of  the 
Camerino  in  Palazzo  Farnese,  Rome  and  transferred  in 
1662  to  the  Palazzo  del  Giardino  at  Parma,  where 
Ricci  must  have  seen  it,  since  he  is  known  to  have 
worked  there  in  the  1680's,  before  he  went  to  Rome.14 
He  took  several  details  from  it  as  well  as  the  gcncr.il 
layout  of  the  composition,  notably  the  attributes  of 
Pleasure,  the  winged  horse  Pegasus  on  the  top  of 
Mount  Helicon,  up  which  winds  the  stony  path 
ndicated  by  Virtue,  and  the  figure  of  an  old  man,  his 


head  wreathed  in  laurel,  who  is  holding  a  book.  He  has 
been  identified  as  a  poet,15  but  may  represent  Merit16 
or  possibly  the  historian  Xenophon;  certainly  his  red 
and  white  patterned  robe  provides,  together  with 
Hcrculcs's  bright  red  drapery  the  strongest  colour 
accent,  since  Pleasure  is  entirely  dressed  in  white,  and 
Virtue  in  lilac,  white  and  a  yellowish  green.  The 
foliage,  as  in  the  other  two  principal  scenes,  is  a  strong 
blue-green. 

These  represent  two  other  incidents  from  the  life  of 
Hercules:  on  the  wall  opposite  the  doors  he  has  just 
slain  Cacus  (No.  10),  a  notorious  robber  who  was 
foolish  enough  to  steal  some  cows  belonging  to 
Hercules,  who  promptly  strangled  him.  Ricci  has 
taken  liberties  with  the  text,  since  Cacus  appears  to 
have  only  one,  not  the  three  heads  generally  given  him, 
and  the  copious  bloodstains  in  the  foreground  would 
suggest  a  different  mode  of  death.  There  are  consider- 
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10.  Hercules  and  Cacus 
fresco  in  the 
Sala  d'Ercole; 
this  scene  faces  the 
visitor  entering  from 
cither  of  the 
anterooms 
(3  and  4). 


able  variations  too  from  the  bozzetto  (No.  n)  which 
shows  Hercules  nude,  (indeed  full  frontal)  and  the 
grieving  shepherd  or  cowherd  standing,  whereas  in 
the  fresco  Hercules  is  shown  clothed  in  his  lion-skin 
and  also  from  the  back,  and  the  boy  is  kneeling  over 
the  dead  Cacus;  he  also  provides  the  strongest  patch 
of  colour,  being  dressed  in  Ricci's  favourite  strong 
red,  and  wearing  a  pale  blue  hat. 
ii.  Bozzetto  for  io.;  The  other  scene,  on  the  wall  opposite,  that  is, 

oil  on  canvas,  between  the  two  anteroom  doors,  is  the  most  violent, 

^  n  -j  u-  showing  Hercules  battlinq  with  the  Centaur  Nessus  (sec 
Gallena  degh  Urtizi.  i     \      1    i    i  i 

This  differs  noticeably  colour  plate),  who  had  attempted  to  rape  Dejanira,  the 

from  the  fresco.  hero's  wife.  Again  Ricci's  representation,  although 


marvellously  spirited,  is  inaccurate,  since  Hercules 
slew  the  centaur  with  an  arrow.  The  composition  is 
based  on  a  series  of  diagonals,  Herculcs's  upraised  right 
arm  finding  a  parallel  in  that  of  the  hapless  centaur 
which  leads  to  the  figure  of  Dejanira  in  the  background, 
surprisingly  unruffled  in  her  gold  and  lilac  patterned 
cloak.  The  drapery  over  Nessus  is  bright  red,  providing 
that  strong  central  accent  that  has  been  noticed17  in  all 
these  scenes. 

Most  of  the  rest  of  the  decoration  on  the  walls  is  in 
grisaille  on  a  gold  background,  including  the  powerful  . 
group  of  Hercules  and  Antaeus  between  the  windows,  I 
for  which  a  drawing  survives  which  is  an  important 
documentary  source  for  the  whole  scheme,  since  it  is 
dated  17.07,  thus  providing  a  terminus  ante  quern. 1 8 

The"  culmination  of  the  room's  decorative  scheme, 
and  in  fact  of  the  whole  sequence  is  the  ceiling,  which 
depicts  Hercules  received  by  the  Gods  on  Olympus  (No.  12) 
as  a  stupendous  sotto  in  sit  composition  that  fills  a 
large  oval  space  formed  by  a  fictivc  cornice  in  pale 
biscuit-colour  which  links  up  with  the  apexes  above! 
the  three  Palladian  'openings'  on  the  main  walls  and  at 
each  corner  with  a  curved  Composite  capital  enclosing 
a  brown  grisaille  medallion  flanked  by  angels  and 
satyrs  in  brilliant  naturalistic  colours.  Two  similar 
figures  of  angels  appear  one  on  cither  side  of  Hercules 
himself,  at  the  centre  of  the  ceiling,  looking  up  towards 
Jupiter  and  Juno,  above  whom  floating  figures  in 
fluttering  yellow  and  aquamarine  draperies  hold  a 
canopy  of  lilac  silk.  The  other  gods  and  goddesses  arc 
elegantly  disposed  on  banks  of  pinkish  cloud,  some  of 
which  appear  to  spill  over  into  the  architectural  frame- 
work. Most  of  the  colours  are  pale:  mauve,  pink  and 
lime  green,  but  there  are  the  inevitable  touches  of 
brilliant  red  on  Diana's  quiver  and  the  drapery  on  the 
prominent  satyr  at  the  bottom.  Ontheoppositcside.thc' 
beautifully  drawn  figure  of  Mercury  in  a  pinkish  gold 
cloak  and  a  red  cap  seems  to  hover  just  below  the  fictivc 
oval  cornice,  and  among  other  recognisable  figures  an 
Venus,  with  Mars  and  Vulcan,  Apollo,  Diana. 
Minerva  and  Pluto  with  Cerberus,  Neptune,  Flora- 
Ceres,  Bacchus  and  Ariadne,  the  last  using  a  lion  as  jj 
chaise-longue.  The  Apotheosis  of  Hercules  can  perhaps  hen 
be  taken  as  an  appropriate  parallel  in  Pagan  terms  tc 
the  acceptance  of  the  Christian  soul  among  the  ranks  o 
the  blessed,  for  Hercules,  in  the  words  of  Lempriere1' 
'is  held  out  by  the  antients  (sic)  as  a  sure  pattern  o 
virtue  and  piety,  and  as  his  whole  life  had  beci 
employed  for  the  common  benefit  of  mankind,  he  wa 
deservedly  rewarded  with  immortality.' 

Ricci's  Florentine  activity  has  been  studied  b] 
various  writers,20  and  it  seems  certain  that  he  wa 
summoned  to  Florence  by  the  Grand  Prince  Ferdinam 
(1663-1713),  the  elder  son  of  Cosimo  III  and  tha 
extraordinary  woman  Marguerite  d'Orleans,  whos 
'tempestuous  and  calamitous'  marriage  Harold  Actoi 
describes  so  unforgettably  in  the  sadly  out  of  print  Th 
Last  Medici  (1958).  The  Grand  Prince  was  a  highl 
cultivated  patron  of  the  arts  who  employed  artists  fo 
buying  pictures  as  well  as  for  their  own  skills,  an 
Ricci  seems  to  have  functioned  thus.  The  first  work  h 
executed  himself  for  the  Grand  Prince  was  a  Cruet 
fixion  with  St  Charles  Borromeo2 1  for  the  church  of  Sa 
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12.  Hercules  received 
by  the  Gods 
on  Olympus : 
ceiling  fresco  of  the 
Sala  d'Ercole. 
Tl.is  stupendous 
composition  is  the 
climax  of  Ricci's 
work  in  the  palace. 


Francesco  dci  Macci,  about  which  clusters  a  mass  of 
legend  and  misinformation.  The  story22  that  the  artist 
executed  it  in  fourteen  hours  in  Sagrcstani's  studio 
during  a  flying  visit  to  the  city  is  contradicted  by  the 
evidence  of  letters  from  the  patron,23  and  the  often- 
repeated  assertion24  that  it  was  painted  in  exchange  for 
Andrea  del  Sarto's  Madonna  of  the  Harpies  is  simply 
untrue  since,  in  return  for  this  masterpiece,  the  Grand 
Prince  had  the  whole  church  re-built,  replaced  Andrea's 
picture  by  a  copy25  and  had  Ricci's  altarpiecc  painted 
for  the  small  chapel  of  St  Charles.  All  this  happened 
between  1683,  when  the  Grand  Prince  asked  for  the 
Andrea  and  1704  when  the  new  building  was  conse- 
crated; Ricci  received  his  commission  some  time  after 
August  30th  1704  and  had  certainly  delivered  the 
finished  picture  by  October  14,  although  whether  it 
was  installed  in  time  for  the  ceremonial  opening  on 
October  4  is  not  stated26  However,  the  patron  was 
pleased,  even  remarking  that  considering  the  little 
time  he  had  been  able  to  devote  to  it,  Ricci  had 
produced  'una  bella  tavola'.27 

His  next  Medici  commission  was  much  more 
important,  the  decoration  of  the  Stanza  del  Museo  in 
the  Villa  at  Castello,  unfortunately  destroyed  in  the 
nineteenth  century.  The  Grand  Prince's  poor  state  of 
health  delayed  the  project,  however,28  and  mean- 


while Ricci  had  found  other  patrons,  notably  the 
Marucelli,  for  in  the  same  letter  dated  May  1,  1706 
in  which  he  enquires  about  the  ceiling  he  says  lie  is 
contracted  to  paint  'another  room'  for  Canon  Maru- 
celli, which  implies  that  he  has  already  painted  at  least 
one  for  him.29  Gamba  suggests30  that  the  three 
Roman  history  canvases  (on  the  walls  of  Room  2) 
might  have  been  bought  in  Lombardy  or  Venice  and 
that  Ricci  was  then  invited  to  Florence  to  create  a 
decorative  scheme  around  them,  a  notion  which  is 
partly  based  on  a  misdating  of  the  comparable  group 
of  Parma  University  pictures,  now  correctly  accepted 
to  be  at  least  a  decade  later  than  the  c.1695  proposed  by 
Dcrschau.31  Two  of  the  subjects  arc  identical,  and  in 
one  of  them,  Cincinnatus ,  the  treatment  is  so  similar  as 
to  be  virtually  a  repetition  with  slight  and  significant 
variations.  A  comparison  between  the  two  makes  the 
Florence  one  seem  less  subtle,  with  rather  too  much 
pointless  pointing,  which  is  reduced  in  the  Parma 
version  by  making  the  standing  figure  directly  behind 
Cincinnatus  lean  on  a  fasces  instead  of  pointing  at  the 
reluctant  dictator.  The  whole  composition  :  tighter, 
and  less  like  a  tableau  vivant?2  Gamba's  oth<  r  point  in 
favour  of  his  theory,  that  the  canvases  are  not  in 
proportion  with  the  room,  has  no  firm  basis  either: 
the  canvases  are  each  1.95  metres  high,  that  is  just  about 
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halt  the  height  of  the  room,  and  as  they  are  hung,  or 
rather  hxed  on  to  the  walls,  in  gilt  frames  at  eye  level, 
the  figures,  which  are  life-size,  appear  in  a  perfectly 
satisfactory  relationship  to  anyone  in  the  room.  The 
two  longer  canvases  face  one  another  on  the  long  sides 
ot  the  room  and  the  shorter  one  (in  fact  a  square) 
occupies  the  available  wall  area  opposite  the  windows, 
the  rest  being  taken  up  by  the  door  into  the  bedroom. 
The  thematic  unity  of  the  room  has  already  been 
considered. 

Happily,  there  is  no  disagreement  about  the  super- 
lative quality  of  the  decorations,33  nor  about  their 
importance  in  Ricci's  artistic  development,  especially 
w  hen  considered  together  with  the  frescoes  which  he 
executed  for  the  anteroom  to  the  Grand  Prince's 
summer  apartment  at  Palazzo  Pitti  immediately  after- 
wards, and  which  are  even  more  advanced,  in  the  sense 
that  they  anticipate  the  full  Rococo  elegance  of 
Tiepolo.34 

Ricci  was,  with  G.  M.  Crespi,  the  most  distinguished 
painter  patronised  by  the  Medici  court  at  this  period, 
and  it  was  only  natural  that  he  should  have  been 
invited  to  add  his  self-portrait  to  the  collection  dis- 
played in  the  Vasari  Corridor  that  runs  from  the 
Urhzi  to  Palazzo  Pitti  across  the  top  of  the  Ponte 
Vecchio.  It  shows  him  as  fleshy  and  assured  in  his 
copious  periwig,  looking  rather  older  than  his  age, 
which  must  be  about  45  or  so,  if  Gamba  is  correct  in 
allocating  it  to  this  Florentine  period,  which  certainly 
seems  logical.  He  had  already  carried  out  several 
decorative  schemes,  notably  at  Palazzo  Fulcis  (now 
Bertoldi)  in  Belluno,  his  birthplace,  where  he  com- 
bined canvases  with  stucchi  in  a  typically  Venetian 
way;36  in  Rome,  in  the  part  of  the  Galleria  at  Palazzo 
Colonna  known  as  the  Sala  degli  Scrigni,  where  he 
frescoed  the  ceiling  with  an  Allegory  of  the  Battle  of 
Lcpanto;37  at  the  Schonbrunn,  Vienna  where  his 
frescoed  ceiling  depicts  an  Allegorical  representation  of 
Joseph  I's  progress  to  Spain38  and  two  important 
ecclesiastical  commissions,  for  the  ossuary  chapel  of 
San  Bernardino  dci  Morti,  Milan,39  and  the  chapel  of 
the  Holy  Sacrament  in  the  abbey  church  of  Santa 
Ciustina,  Padua,  which  were  also  carried  out  entirely 
in  fresco.40  The  Palazzo  Marucelli  scheme  seems  to  be 
the  last  in  which  Scbastiano  Ricci  used  this  technique, 
for  what  looks  like  fresco  in  the  chapel  of  the  Royal 
I  [( ispital,  Chelsea,  is  in  fact  oil  on  plaster,41  while  his 
other  main  surviving  decorative  scheme  in  England 
(although  not  in  its  original  form)  at  Burlington 
I  louse  was  executed  in  oil  on  canvas.  All  the  works 
commissioned  for  the  palaces  of  the  House  of  Savoy 
were  inevitably  on  canvas,  since  they  had  to  be  sent  to 
Turin  from  Venice,  Ricci  being  persona  non  grata  in 
Piedmont  because  of  a  scandalous  incident  in  his 
youth.42 

Palazzo  Marucelli  itself  has  had  a  chequered  exis- 
tence,43 and  for  many  years  was  scandalously  neglected, 
but  it  has  recently  been  acquired  by  the  University  of 
Florence,  which  has  happily  initiated  a  restoration 
project.  The  ultimate  aim  should  be  to  preserve  the 
whole  ' appartamento  estivo'  on  the  ground  floor  as  a 
museum,  furnished  with  appropriate  pieces  and  open 
to  the  public. 


NOTES 

1.  f.  baldinucci,  in  the  Life  ofGherardo  Silvani  from  his 
Notizie  dei  Professori  del  Disegno,  ed.  f.  ranalli,  (i  846), 
Vol.  IV,  pp.3 57-8. 

2.  e.g.  a)  baldinucci,  op.cit.,  who  based  his  Life  on  one  by 
Giovanni  Sini  datable  c.1645,  which  was  published  by 

R.  Linncnkamp  in  Rivista  d'Arte.  (Anno  1958) 
Vol.  xxni,  3rd  series  Vol.  vm,  Florence  (i960), 
pp.73-114. 

b)  g.  cambiagi,  Guidu  al  Forestiero  per  osservare  con 
inctodo  le  Rarita  e  Belleze  della  Citta  di  Firenze,  Florence 
(1790),  p.55: ' . .  di  vaghissima  architettnra  di  Cherardo 
Silvani.' 

c)  Nnova  Guida  della  Citta  e  Contorni  di  Firenze, 
4th  edition,  Florence  (1842),  pp.30-1.  Anonymous. 

d)  h.  wittkower,  Art  and  Architecture  in  Italy  1600-1750, 
London,  (1958),  p. 197,  follows  these. 

It  would  thus  seem  that  the  inscription  on  the  engraving 
(see  No.  1)  of  the  palace  facade  by  F.  Ruggicri  in  his 
Scclta  di  Architettnra  Antica  e  Moderna  della  Citta  di  Firenze, 
2nd  edition,  Florence,  (1755-56)  Vol.  in,  plate  63,  is 
erroneous. 

3.  wittkower,  op.cit.,  loc.cit.,  quotes  Madema's  Palazzo 
Mattei. 

4.  baldinucci,  op.cit.,  Vol.  iv,  p.427:  the  quarry  was  the 
Sandrini  at  Fiesole.  G.  Cinelli  in  his  revised  and  enlarged 
edition  of  Bocchi's  Le  Belleza  della  Citta  di  Firenze, 
Florence  (1677),  P-56i  attributes  them  to  Ferrucci,  but 
Wittkower  follows  Baldinucci. 

5.  Heidelberg,  1922.  It  is  subtitled  Fin  Beitrag  zu  den 
Anfangen  der  Venezianischen  Rokokomalerei.  The  author 
completed  his  MS  in  the  winter  of  1914-15  (although  he 
was  unable  to  visit  Great  Britain  or  Holland  because  of  the 
war)  and  after  his  early  death  at  the  age  of  45  in  191 8,  it 
was  edited  by  Dr.  Carl  Neumann.  References  to  the 
Palazzo  Marucelli  decorations  occur  on  pages  8,  32,  51, 
71-81  (description)  and  they  arc  illustrated  in  plates  36-46. 

6.  In  Dedalo,  Rassegna  d'Arte  diretta  da  Ugo  Ojctti,  Milan- 
Rome,  Anno  v,  Vol  I  (June  1924),  pp. 289-3 14,  23  plates. 

7.  gamba,  art.cit.,  p. 298,  calls  the  suite  the  appartamento 
estivo  a  terreno,  and  it  is  significant  that  the  small 
ground-floor  room  in  Palazzo  Pitti  which  Ricci  frescoed 
for  the  Grand  Prince  Ferdinand  served  as  an  ante-room 
to  a  similar  suite. 

8.  A  drawing  for  one  of  these  side  panels  exists  in  the  Royal 
Library  at  Windsor  Castle  in  the  volume  of  211  drawings 
by  Sebastiano  Ricci,  which  belonged  to  Consul  Smith. 

It  is  no.  231  in  anthony  blunt's  catalogue, 
Venetian  Drawings  of  the  xvn  and  xvm  centuries  at 
Windsor  Castle,  London  (1957),  p. 49,  and  plate  48,  and 
shows  a  putto  fastening  a  wolf  and  a  lamb  together  on  one 
side  and  two  putti  setting  fire  to  Mars's  armour  on  the 
other.  These  subjects  appear  on  the  ceiling  cove  above  the 
entrance  wall. 

9.  DERSCHAU,  op.cit.,  p. 77-8. 

10.  Lempriere's  Classical  Dictionary,  new  edition  (1839), 
has  been  used  as  the  main  reference  for  both  the 
mythological  and  the  Roman  history  pictures. 

11.  gamba,  art.cit.,    p. 304,  thinks  it  more  than  probable  that 
Sebastiano's  nephew  Marco  (1676-1729)  collaborated,  at 
least  to  the  extent  of  the  landscape  backgrounds  to  the 
three  main  wall  scenes.  However,  as  marco  chiarini 
points  out  in  his  catalogue  to  the  exhibition  Artisti  alia 
Corte  Granducale,  Florence  (1699),  p. 78,  the  hypothesis  is 
not  at  present  'doainientabile'. 

12.  Excerpts  from  which  are  re-printed  in  e.  g.  holt's 
A  Documentary  History  of  Art,  second  edition  (1958), 
Vol.  11,  pp. 242-59.  A  small  version  of  Paolo  de  Matteis's 
picture  hangs  at  Temple  Newsam  House,  Leeds. 

13.  derschau,  op.cit.,  p. 53,  plate  19. 

14.  derschau,  op.cit.,  p. 74.  The  fullest  account  of  the 
picture's  history  is  to  be  found  in  donald  posner, 
Annibale  Carracci,  London  and  New  York  (1971).  Vol.  n, 
pp. 40-41,  plate  93  a ;  it  now  hangs  in  the  Museo  di 
Capodimonte,  Naples. 
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15.  derschau,  op.cit.,  loc.cit. 

16.  c.f.  G.  B.  Ticpolo's  ceiling  fresco,  an  Allegory  of  Merit 
in  the  throne  room  of  Ca  Rezzonico,  Venice. 

17.  derschau,  op.cit.,  loc.cit.,  calls  the  colour  'raspberry  red' 
(hinnnbeerctz). 

18.  Uffizi,  Gabinetto  dci  Disegni,  Cartcgoria  II,  8oo6S, 

3 19  X  228  mm:  the  inscription  reads  'Addi  25  ottobre  ,  1707 
questo  e  di  mano  Sebastiano  Ricci  pittore  Vctteziatw  ando  in 
opera  in  casa  i  Sigre  Marucelli  Lo  dono  a  Giuseppe  Torelli'. 
A  photograph  appears  as  plate  46  on  p. 79  of  derschau's 
monograph. 

19.  1839  edition,  ad  vocem  'Hercules'. 

20.  In  addition  to  Derschau  and  Gamba,  already  noted,  there 
are  important  references  in  francis  haskell's 
Patrons  and  Painters,  London  (1963),  pp. 235-6,  and 
marco  chiarini,  cat.cit.  (see  note  11). 

21.  Transferred  to  the  Uffizi  after  the  floods  of  1966,  the 
picture  (canvas  2.35  X  1 .44  m.)  was  exhibited  there,  no.  34, 
in  Room  41  at  least  until  1968;  in  1969  it  was  included  in 
the  Artisti  alia  Corte  Granducale  exhibition  (no.  125),  and 

is  to  find  a  permanent  home  in  the  newly  restored  Vasari 
Corridor  together  with  both  the  Palazzo  Marucelli 
bozzetti  and  the  two  Ricci  self-portraits. 

22.  Recounted  by  G.  richa  S.J.,  Notizie  Istoriche  delle  Chiese 
Florentine,  Vol.  11,  (Quartiere  di  Santa  Croce),  (1757), 

p. 148  '. . .  perche  il  Ricci  era  in  Firenze  di passagio  senza 
colori,  ne  pcnelli,  con  istupore  di  tutti  sn  osservato,  che  egli  non 
piu  di  1 4  ore  trattenutosi  nella  stanza  del  pittore  Giovanni 
Sagrestani,  die  la  tavola  compita'. 

23.  Published  by  gino  fogolari,  Rivista  del  R.  Istituto 
d'Archaeologia  e  Storia  dell' Arte  (1937),  pp. 145-86. 

24.  e.g.  by  gamba,  art.cit.,  p. 298  and  haskell,  op.cit., 

p. 23 5.  derschau  too,  op.cit.,  p. 47,  who  dates  the  picture 
1695  on  the  basis  of  a  scries  of  ingenious  deductions  now  of 
course  invalidated  by  the  documentary  evidence. 

25.  By  Francesco  Petrucci  (1660-1719). 

26.  A  sung  mass  was  celebrated  by  Monsignor  Tommaso  della 
Gherardesca,  Archbishop  of  Florence,  in  the  presence  of 
the  Grand  Prince. 

27.  Letter  dated  14  October  1764,  in  fogolari,  art.cit.,  p.  182. 

28.  Letter  from  the  Grand  Prince  to  Ricci,  dated  8  May  1706, 
published  by  haskell,  op.cit.,  p. 390,  who  sites  the  room 
at  Poggio  a  Caiano.  Derschau  (1922)  and  Gamba  (1924) 
follow  the  Museo  Fiorentino  (I/62),  Vol.  iv  of  the 
Ritratti  di  Pittori,  p.  140,  which  places  it  in  the  'real  villa 
di  Castello',  and  it  seems  safer  to  accept  this,  although 
the  references  in  the  letters  are  not  precise. 

29.  Letter  from  Ricci  to  the  Grand  Prince,  dated  1  May  1706, 
published  by  haskell,  op.cit.,  loc.cit.  It  would  thus  seem 
that  Vincenzo  was  the  occupant  of  the  suite  decorated 

by  Ricci. 

30.  Art.cit.,  p.298. 

31.  Op.cit.,  pp. 50-51. 

32.  A  third  version,  in  watercolour,  is  in  the  Consul  Smith 
album  of  Ricci  drawings  at  Windsor,  blunt's  catalogue 
no.  230  (see  note  8),  although  the  compiler  adds 
'Technically  it  is  entirely  different  from  Ricci's  manner  and 
can  hardly  be  from  his  own  hand'. 

33.  Gamba,  art.cit.,  p.298  calls  them  his  'opera  vcramcnte 
capitale'  and  haskell,  op.cit.,  p.235  refers  to  them  (and 
the  Palazzo  Pitti  frescoes)  as  'dazzling  testimonials  to 
Ricci's  Florentine  activities'. 

34-  m.  chiarini,  cat.cit.,  p.77. 

35-  Canvas  0.99  x0.9  m.,  in  the  Inventory,  (1890),  no.  1846. 
The  other,  no.  3499  shows  him  considerably  older. 

36.  Largely  dispersed  as  the  result,  initially  of  military 
depredations  in  the  first  world  war  and  later,  a  dispute 
between  two  branches  of  the  Bertoldi  family,  so  that 
although  three  of  the  original  seven  canvases  remain  in  the 
palace  they  are  not  in  their  original  places,  and  the  largest 
of  them,  a  ceiling  depicting  The  Fall  of  Phaeton  is 
leaning  against  the  wall  in  the  passage,  the  present 
owner  having  failed  to  obtain  an  export  licence.  Two  oval 
canvases,  Pan  and  Syrinx  and  Apollo  and  Daphne  from  the 
same  series  were  sold  at  Sotheby's  on  10th  July  1968 


(lot  48)  and  have  since  returned  to  Italy,  but  unfortunately 
they  have  been  separated.  Derschau  must  have  been  one  of 
the  last  people  to  see  the  scheme  complete,  which  he 
describes  fully  on  pp. 55-57. 

37.  Published  by  Silvia  di  vito  battaglia,  in  Rivista  del 
R.  Istituto  di  Archaeologia  e  Storia  dell' Arte,  new  scries  vn, 
(1958),  pp.334-56. 

38.  Published  by  klara  garas,  in  Pantheon,  No.  4  (1962), 
pp.23  5-4 1. 

39.  Datable  c.1695 :  3  bozzetti  were  published  by  the  present 
writer  in  The  Burlington  Magazine  (1972),  p. 229. 

40.  Datable  c.1700-01,  according  to  derschau,  op.cit., 
pp. 59-64.  The  frescoes  have  recently  been  restored 
following  deterioration  from  damp. 

41.  The  (destroyed)  room  at  Belvedere,  the  villa  of  the  Bishop 
of  Belluno  which  the  two  Riccis  decorated  in  171 8  was 
also  painted  in  oil  on  'marmorino'  (very  hard  plaster) 
perhaps  as  a  consequence  of  his  experience  in  London. 
edward  croft-Murray  in  his  Decorative  Painting  in 
England,  London  (1970),  Vol.  II  p. 309  (Note  on  Techniques) 
states:  'The  Venetian  visitors  in  the  early  eighteenth 
century,  who  would  have  used jrcsco  secco  when  working 
direct  011  the  plaster  in  Italy,  from  the  moment  of  their 
arrival  in  this  country  turned  readily  -  it  would  seem 
almost  instinctively  -  to  an  oil  technique'. 

42.  The  story  is  recounted  by  Giovanni  Camillo  Sagrestani  in 
a  ms  Life  of 'Bastiano  Ricci'  recently  published  by 
anna  matteoli  in  Coinmentari ,  anno  xxn  (1971),  2-3, 
pp. 201-2.  Ricci  was  apparently  an  incurable  womaniscr, 
and  not  even  his  friends'  daughters  escaped  his  attentions. 
Abandoning  his  wife  in  Bologna,  the  young  man,  who 
had  just  completed  his  work  for  Ranuccio  II  Farnese  in 
Piacenza  and  must  have  therefore  been  about  26  or  27 
(c.1686),  eloped  to  Turin  with  the  daughter  of  the  painter 
Giovanni  Francesco  Peruzzini,  where  they  lived  as  man  and 
wife  until  the  truth  came  out  and  Ricci  was  condemned 

to  lose  his  head.  Happily  his  patron  Ranuccio  interceded 
on  his  behalf  with  the  Duke  of  Savoy,  who  accordingly 
pardoned  him,  and  eventually  (in  the  1720's) 
commissioned  a  large  number  of  pictures  from  him. 

43.  Its  frequent  changes  of  name  indicate  this :  first  Castclli, 
before  it  was  inherited  by  the  Marucelli ;  next  Brunaccini 
(by  1790)  then  (by  1842)  Fenzi  (or  Fensi),  the  name  by 
which  it  is  most  usually  known  today ;  Rossclli  (by  1924) ; 
Pirelli  (by  i960)  and  now  the  Facolta  del  Magistcro 
(teacher-training  department)  of  the  University  of 
Florence,  gamba,  art.cit.,  laments  the  neglect  of  the 
palace  and  the  unworthy  use  (as  a  food-tax  office)  to 
which  it  was  put,  and  pleads  for  its  conversion  into  a 
museum  of  the  eighteenth  century,  an  idea  which  the 
dynamic  young  Director  of  the  Florence  Galleries, 

Dr.  Marco  Chiarini,  would  dearly  love  to  see  realized. 


179 


i  Silver  in  Exeter  Museum 

P.  M.  Inder 


i .  Chalice 

by  john  jons 

of  Exeter,  1575. 
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The  Exeter  Museum's  collection  of  silver  is  on  display 
again,  having  spent  eighteen  months  in  the  vaults  of  a 
local  bank,  pending  the  construction  of  the  new 
security  cases  required  by  the  museum's  insurers.  Dr. 
R.  Churchill  Blackic,  former  curator  of  the  museum, 
to  whom  must  go  much  of  the  credit  for  the  creation 
of  this  collection,  formally  rc-opencd  the  displays  in 
March,  1971. 

Exeter  has  had  a  long  association  with  the  craft  of 
silversmithing,  but,  curiously  enough,  there  is  no 
record  of  Exeter  goldsmiths  and  silversmiths  having 
achieved  legal  recognition  before  1700,  when  an  Act  of 
Parliament  gave  Exeter  the  right  to  establish  an  Assay 
Office.  The  office  opened  in  1701.  Much  silver  was 
produced  before  that  date,  however,  and  was  often 
marked  with  a  town  mark.  The  one  most  commonly 
used  was  a  Roman  'X'  (for  Exon)  crowned,  and  in  a 
circle  of  dots  or  pellets.  In  1575,  a  series  of  date  letters 
was  established,  starting  with  a  Roman  'A'.  John  Jons 
is  usually  credited  with  this  development  which  took 
place  almost  a  hundred  years  after  the  London  gold- 
smiths created  their  system  of  date  letters,  but  only  a 
few  years  after  York  (1559-60)  and  Norwich  (1565-6) 
established  similar  systems.  Amongst  the  items  on 
show  are  two  covered  chalices  by  John  Jons  bearing 
this  first  date  letter  'A'  (No.  1).  One  is  lent  by  Milton 
Damerel  Church,  and  the  other,  silver-gilt  and  with 
elaborate  incised  decoration,  is  lent  by  Holy  Trinity 
church,  Exeter. 

Another  splendid  early  chalice,  decorated  with 
bands  of  silver  gilt  and  shaped  like  a  mediaeval  wine 
cup,  is  also  on  show  (No.  2).  This  was  made  c.  1570, 
by  Richard  Hilliard,  father  of  the  court  painter  and 
miniaturist,  Nicholas  Hilliard,  and  is  lent  by  St. 
Sidwell's  church,  Exeter.  It  is  unusual  to  find  an 
Exeter  piece  of  this  size  and  type,  as  most  early  Exeter 
pieces  are  small,  covered  by  the  inverted  paten,  and 
with  the  ridged,  slightly  everted  'Exeter'  rim. 

In  the  seventeenth  century  the  production  of  Exeter 
silver  seems  to  have  declined  both  in  quality  and  in 
quantity,  doubtless  as  a  result  of  the  political  upheavals 
t  f  the  century.  The  destruction  of  much  plate  in  this 
period  may  tend  falsely  to  intensify  this  impression. 
However,  a  chalice  by  Jasper  Radcliflfe,  1 640-1,  silver- 
gilt  with  much  engraved  decoration,  lent  by  St. 
Petrock's  church,  Exeter,  is  displayed,  together  with 
various  spoons  which  seem  to  have  been  the  main  type 
of  product  of  seventeenth-century  Exeter  silversmiths. 
Some  of  the  Exeter  makers  whose  work  is  exhibited 
are  comparatively  obscure,  for  instance  there  is  a 
baluster-top  spoon, c.  1650  by  Henry  Powningc,and  an 
apostle  spoon,  again  c.  1650  by  George  Knowlinge. 
A  seal-top  spoon  by  George  Barnes,  c.  1638,  is 
believed  to  be  the  only  known  example  of  this 
craftsman's  work. 

Despite  the  local  industry,  much  plate  for  the  West 
Country  was  made  in  London  in  the  seventeenth 
century.  Two  of  the  most  exciting  of  such  pieces  are  a 
pair  of  silver  gilt  flagons  (No.  3),  nf  inches  high,  lent 
by  St.  Petrock's  church,  which  bear  the  London  marks 
for  1691-2,  and  the  maker's  mark  IY,  a  horse  between. 1 

Secular  pieces  are  displayed  too,  including  a  very 
rare  pair  of  caudle  cups  and  covers  (No.  4),  with 


2.  Chalice 

by  RICHARD  HILLIARD 

c.  1 570,  from 

St.  Sidwell's  Church, 

Exeter. 

3.  Silver  gill flagon 
one  of  pair, 
London  1691-2, 
lent  by  St.  Petrock's 
Church,  Exeter. 


4.  Candle  cups, 
London,  1 660-1. 


repousse  floral  decoration,  and  handles  in  die  shape  of 
elongated  female  figures.  These  bear  the  London 
marks  for  1660-1,  and  the  maker's  mark  E.T.,  a 
crescent  beneath.2  They  have  an  interesting  history, 
having  originally  formed  part  of  the  plate  of  a  local 
family,  and  having  been  split  up  when  the  silver  was 
divided  between  its  members.  By  a  rare  coincidence, 
the  pieces  were  presented  to  the  museum  by  two 
separate  donors,  Miss  E.  Donnithorne  Burns  in  1957, 
and  Miss  M.  Ley  in  1958,  so  the  pair  was  reunited. 

Two  more  items  which  have  had  a  chequered 
history  are  a  covered  porringer  (No.  5)  and  a  tankard 
(No.  6),  presented  to  the  Vicars  Choral  at  Exeter  by 
the  Duke  of  Albemarle  in  1676  and  c.  1683  respectively. 
At  some  stage  the  Vicars  Choral  sold  these  pieces,  and 
they  were  re-purchased  and  presented  to  the  City 
again,  the  tankard  by  Sir  James  and  Lady  Owen  in 
memory  of  their  mayoralty  1914-1919,  and  the 
porringer  by  Sir  Edgar  Plummer  in  193 1. 

Another  splendid  gift  of  seventeenth-century  silver 
came  in  1961  from  the  Misses  Burns,  comprising  two 
tankards,  one  (No.  7)  engraved  with  'chinoiserie' 
decoration  (London,  1680-1,  maker's  mark  an 
escallop,  a  mullet  above,  and  six  pellets)3  and  a 
posset  cup  with  repousse  floral  decoration  (London, 
1680-1,  maker's  mark  a  five-petalled  flower  with 
bracts). 


5.  Porringer,  presented  to  the  Vicars  Choral,  Exeter;  London,  1674-5. 
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6.  Tankard, 
presented  to  the 
Vicars  Choral, Exeter; 
London,  1683-4. 


7.  Tankard,  with  chinoiserie  decoration,  London,  1663-4. 


The  early  eighteenth  century  was  the  high  point  of 
silver-making  in  Exeter.  At  that  period  several  silver- 
smiths were  working  in  the  city  whose  work  could 
stand  comparison  with  much  silver  produced  in 
London.  One  of  the  best  known  and  most  prolific  of 
these  was  John  Elston.  Numerous  examples  of  his 
work  arc  on  show,  but  probably  the  most  impressive  is 
a  superb  tea  kettle  of  171 3-4  (No.  8).  Another  interest- 
ing piece  of  tins  period  is  a  very  early  sugar-box,  1705-6, 
by  the  little  known  maker  Thomas  Furlong,  who  came 
to  Exeter  in  die  mid-i6oos  and,  with  the  permission  of 
Bishop  Trelawney,  established  a  workshop  in  Cathedral 
Close.  In  1697  or  1698,  the  Exeter  goldsmiths  petition- 
ed the  Bishop  to  withdraw  this  permission.  As  Thomas 
Furlong's  name  does  not  appear  in  the  Court  Rolls  of 
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8.  Tea  kettle 

by  JOHN  ELSTON, 
Exeter,  171 3-4. 


9.  Coffeepot  the  Exeter  Goldsmiths'  Company  which  began  in 

by  john  webber,  1 701,  this  petition  seems  to  have  been  successful,  and  it 

is  thought  that  he  probably  moved  his  workshop  to 
Plymouth.  His  mark  is  F.V.,  coronet  above,  attributed 
by  Sir  Charles  Jackson  to  'a  name  such  as  Fuller'.4  A 
fine  coffee  pot  of  1724  by  John  Webber  (No.  9), 
formerly  thought  to  have  been  a  Plymouth  silver- 
smith, but  now  known  to  have  worked  in  Exeter,  is 
also  shown. 

Exeter  was  not  the  only  centre  of  silversmithing  in 
the  South  West.  Groups  of  silversmiths  existed  else- 
where, notably  at  Plymouth,  Dartmouth,  Barnstaple 
and  Falmouth.  Several  early  pieces  by  Barnstaple 
craftsmen  arc  on  display,  including  a  chalice  by  John 
Coton,  c.  1580,  simply  decorated  with  bands  of 'hit  and 
miss'  ornament  round  the  bowl,  and  lent  by  Bulk- 
worthy  church.  Another  typically  West  Country 
piece  is  a  'buddha  knop'  spoon  by  an  unknown  Bain- 
staple  maker  c.  1641.  The  significance  of  this  type  of 
knop  is  uncertain,  but  it  has  been  suggested  that  as  the 
figures  resemble  West  African  'Benin'  type  carvings 
more  closely  than  they  resemble  Buddha,  they  may 
have  had  some  connection  with  the  Bristol-West 
Africa  trade. 

After  1 701,  makers  who  worked  outside  Exeter  had 
to  bring  their  pieces  to  Exeter  for  assay.  Several  pieces 
on  exhibition  bear  the  Exeter  hall  marks  but  were  made 
by  craftsmen  working  outside  the  city.  A  fine  and 
delicate  sugar  caster  by  Micon  Mclun  of  Falmouth 
(No.  10),  1733-4,  and  a  taperstick,  1716-7,  by  Joseph 


Bennicke  of  Liskeard,  are  two  such  pieces.  Many 
silversmiths  worked  in  Plymouth,  and,  like  their 
Exeter  contemporaries,  they  produced  some  very  fine 
work  in  the  early  years  of  the  eighteenth  century. 
Pentecost  Symonds  of  Plymouth,  for  instance,  is 
represented  by  a  nice  pear-shaped  tea-pot  1713-14 
(No.  11),  with  cut-card  work  on  the  lid,  and  by  a  large 
monteith  with  detachable  rim,  1716-7.  Several 
examples  of  Samuel  Blatchford's  work  are  shown, 
notably  a  large  tankard,  some  10  inches  high,  with  a 
domed  lid,  1717-18. 

After  the  mid-eighteenth  century,  the  craft  began  to 
decline.  The  assay  office  continued  to  be  fairly  busy 
until  the  mid-nineteenth  century  and  a  few  fine 
craftsmen,  like  Joseph  Hicks,  were  working  in  the 
latter  part  of  the  eighteenth  century,  but  the  general 
standard  deteriorated.  Some  nineteenth-century  pieces 
are  exhibited,  including  a  teapot  1825-6  of  typically 
early   nineteenth-century   shape,   by   Isaac  Parkin, 


10.  Caster  by  micon  melun  (of  Falmouth),  Exeter,  1733-4- 
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i  (assay  master  1849-54).  Non-Exeter  silversmiths 
continued  to  produce  work  for  assay  in  Exeter,  as  is 
I  shown  by  an  attractive  small  helmet-shaped  cream  jug, 
j  by  Jason  Holt  of  Plymouth,  1784-5,  and  a  pepper-pot 
|  lighthouse  of  1846-7  by  William  Pope,  also  of 
*  Plymouth.  After  1850  the  cost  of  running  the  Assay 
>  Office  began  to  outrun  the  revenue  obtained  from  assay- 
C  ing.  The  Office  closed  in  1 8  8  3 .  The  most  recent  examples 
t  on  display  of  silver  assayed  at  Exeter  are  a  pair  of  salt 
;  cellars  by  Josiah  Williams  &  Co.  of  Bristol,  1879-80. 


NOTES  «•  Teapot 

1.  See  Sir  Charles  Jackson,  English  Goldsmiths  and  their  bY  Pentecost 


marks  p.141. 

2.  Op.  cit.,  p.  128. 

3.  Op.  cit.,  pp.  116  and  129. 

4.  Op.  cit.,  p.  334. 
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SYMONDS, 

Exeter,  171 3 -4. 


Reynolds  and  the 
Restoration  Portrait 


David  Mannings 


Although  Sir  Joshua  Reynolds's  debt  to  the  Italian 
tradition  has  been,  and  remains,  a  central  focus  in 
studying  his  achievement  as  a  whole,  much  less  has 
been  said  about  his  relationship  to  late  Baroque  and 
Restoration  painting  in  Britain.  Perhaps  his  own  pupil 
fames  Northcote  is  partly  to  blame  for  this.  In  his 
early  biography  of  Reynolds,  he  wrote  that  his  master 
had  to  combat  the  popularity  of  Lely  and  Kneller  from 
the  outset  of  his  professional  career,  and  that  this 
'raised  an  over-violent  prejudice  in  his  breast  against 
those  painters'  which  'continued  to  the  end  of  his  life'.1 

But  it  is  certainly  a  question  worth  re-opening,  for 
there  are  important  differences  between  what  Reynolds 
learnt  abroad,  through  travel  and  study,  and  what  he 
learnt  at  home.  His  debt  to  the  British  tradition,  and  in 
particular  to  the  conventions  of  late  Stuart  portraiture, 
did  not  have  to  be  pursued;  he  absorbed  it  from  the 
earliest  phase  of  his  artistic  education,  like  the  air  he 
breathed.  And  we  should  not  be  surprised  to  find  that, 
towards  the  end  of  his  career,  in  spite  of  the  general 
European  trend  to  Poussinisme,  Reynolds  responded  to 
the  movement  and  warm  colour  of  seventeenth- 
century  Flemish  art.  The  truth  is  that  such  elements  had 
always  been  present  in  his  work.  They  were  part  of  the 
general  heritage  of  the  international  Baroque  style, 
which  had  been  represented  in  Britain  in  its  earlier, 
replete  phase  by  Sir  Peter  Lely,  and  in  its  later,  more 
austere  mood  by  Sir  Godfrey  Kneller. 

Lely's  fame  in  the  early  eighteenth  century  can  be 
gauged  from  the  extensive  coverage  he  receives  in 
Vcrtuc's  notebooks.  Reynolds's  attitude  towards  him 
is  in  a  way  surprising,  though  not  really  uncharac- 
teristic, and  appears  as  early  as  the  group  portrait  of  the 
Neatc  children  with  their  tutor,  painted  just  before  he 
went  to  Italy.2  In  the  figure  of  little  Martha  Neate  he 
introduces  a  distinct  echo  of  Lely's  Windsor  Beauties, 
for  example  the  Countess  of  Gramont  or  Lady  Whittnore 
(Nos.  I  and  2).  But  because  the  sitter  here  is  a  child, 
and  because  rhe  overall  feeling  of  the  picture  is  so 
utterly  different,  the  result  can  only  be  described  as  a 
light-hearted  sort  of  parody.  If  this  reading  of  the 
picture  is  correct,  we  must  count  this  as  a  very  early 
example  of  what  was  to  become  one  of  Reynolds's 
specialities:  the  parodying  of  well-known  masters. 

Now,  while  it  is  interesting  that  this  very  early  essay 
in  such  a  vein  should  have  relied  for  its  effect  on 
knowledge  of  a  'local'  as  opposed  to  a  foreign  classic, 
it  is  still  more  significant  that  this  sort  of  allusion  should 
persist  after  the  Italian  journey.  For  the  portrait  of 
Lady  Fitzwilliam  -  also  a  child  -  at  Milton  Park, 
which  Reynolds  signed  and  dated  in  1754,  is  Lelyesque 


I.  SIR  JOSHUA 
REYNOLDS. 

Thomas  and 
Martha  Neatc 
and  their  Tutor. 
Oil  painting, 
127X  180  cm. 
Dated  1748. 


2.  SIR  PETER  LELY. 

Frances  Brooke, 
Lady  Whitmore. 
Oil  on  canvas, 
125.5  X  101.6  cm. 
Hampton  Court; 
reproduced  by  gracious 
permission  of 
Her  Majesty  the  Queen. 
One  of  the  widely 
admired  series 
painted  by  Lely  in  the 
early  1660s: 
the  Windsor  Beauties. 
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in  precisely  the  same  way,  and  as  late  as  1779  the 
portrait  of  Viscountess  Crosbic  (Huntington  Founda- 
tion, California)  still  depends  on  a  whimsical  reference 
ito  a  Lely  Beauty  like  the  Duchess  of  Richmond. 

But  it  would  be  wrong  to  suggest  that  Reynolds 
looked  on  Lely  simply  as  a  mild  joke.  In  many  cases 
there  is  less  a  sense  of  casual  parody  than  of  deliberate 
experiment,  as  if  Reynolds  hoped  to  exploit  Lely's 
iposes  and  settings  while  transforming  them  structur- 
ally. In  several  three-quarter  length  female  portraits 
painted  in  the  first  few  years  after  returning  from 
Italy  he  places  his  sitter  in  an  artificial  outdoor  setting 
and  turns  her  head  in  a  way  altogether  reminiscent  of, 
say,  Lely's  Countess  of  Northumberland,  or  Duchess  oj 
Richmond.  A  good  example  is  the  portrait  of  Anne  Eliot 
of  c.  1753-4,  hi  Lord  Eliot's  collection.  However,  the 
differences  are  profound.  Reynolds's  treatment  is 
always  more  classical  and  static,  with  none  of  the 
hurrying,  billowing  movement  of  Lely's  pictures;  or 
else  quicker  and  more  alert,  so  that  we  find  the  slow 
vacant  gesture  of  the  Countess  of  Northumberland  is 
replaced  by  the  sharp,  brisk  action  of  Anne  Eliot.  This 
has  something  to  do  with  the  facial  expressions,  for 
Reynolds's  female  sitters  only  occasionally  look  at  the 
spectator  at  all,  and  never  in  the  same  way  that  Lely  s 
do.  Where  a  rather  similar  expression  does  occur,  on 
the  face  of  'Mrs.  Abington'  at  Waddesdon  Manor,  it 
turns  out  to  be  a  special  case:  Mrs.  Abington  as  tin- 
Comic  Muse.  Usually  Reynolds's  ladies,  when  they  do 
look  at  us,  have  an  openness  about  them  -  not 
innocence,  but  a  lack  of  insinuation  -  which  contrasts 
strongly  with  the  oblique  smirks  of  Lely's  sitters. 

A  few  years  after  Lely's  death  his  place  in  both 
official  and  popular  esteem  was  taken  by  Knellcr.  It  is 
not  surprising  that  Reynolds  should  have  had  a  deep 
affinity  with  him.  Northcote  observes  that  Reynolds 
was  born  just  three  months  before  Knellcr  died,  'as  if 
thus  perpetuating  the  heredit.-ry  descent  of  the  art'.3 
The  outward  similarities  in  their  professional  lives  can 
be  seen  to  correspond  to  deeper  parallels  in  their 
sources  of  inspiration,  and  in  their  actual  pictures.  In 
fact,  I  think  it  can  be  shown  that  in  applying  the 
lessons  he  learnt  in  Italy  to  the  immediate  problem  of 
portraiture  Reynolds  was  helped  by  a  parallel  study 
which  he  made  of  the  work  of  Knellcr.  He  began  with 
fairly  close  copies  of  Kneller's  patterns,  but  as  he  pushed 
his  researches  deeper  the  more  obvious  similarities 
disappeared.  As  he  said  himself  on  one  occasion:  'The 
pleasure  that  a  mere  dilettante  derives  from  seeing  the 
works  of  art,  ceases  when  he  has  received  the  full 
effect  of  each  performance;  but  the  Painter  has  the 
means  of  amusing  himself  much  longer,  by  investigat- 
ing the  principles  on  which  the  Artist  wrought'.4 

The  clearest  demonstration  of  how  Reynolds  went 
about  this  can  be  seen  in  his  kitcats.  The  type  had  been 
established  by  Kneller  with  his  portraits  of  the 
members  of  the  Kit-cat  Club,  now  in  the  National 
Portrait  Gallery.5  Each  sitter  appears  life-size,  half- 
length,  with  only  one  hand  visible,  and  is  painted  on  a 
canvas  measuring  90  x  70  cm.,  or  approximately 
36  x  28  inches.  Taken  together  these  factors  represent  a 
quite  radical  departure  from  the  standardized  shapes 
Land  sizes  of  canvas  used  by  all  earlier  portrait  painters 


in  Britain.  It  was  a  new  type  of  picture  ,  and  as  such 
offered  a  new  basis  for  future  experiments  111  half- 
length  portraiture.  The  interesting  thing  is  that  by  no 
means  every  painter  took  up  the  challenge.  Hogarth, 
for  example,  although  he  owned  engravings  after 
Kneller's  series,  never  seems  to  have  painted  a  strict 
kitcat,  however  close  he  occasionally  came  to  it.  And 
Gainsborough  was  even  less  interested  in  this  format; 
his  innumerable  bust-portraits  and  half-lengths  arc- 
almost  invariably  30  x  25  inches,  and  for  three-quarter 
lengths  he  keeps  to  Lely's  favourite  50  x  40  inches. 

Perhaps  Reynolds  recognised  in  the  kitcat  form  its 
High  Renaissance  roots,  for  examples  of  perfect  kit- 
cats  can  be  found  in  the  sixteenth  century.  Pontormo's 
Francesco  dell'Ajolle  in  the  Uffizi  is  perhaps  the  most 
striking  example,  close  to  Kneller's  1st  Earl  Stanhope  in 
pose,  and  within  two  centimetres  of  the  required  size. 
But  such  examples  occur  sporadically,  and  there  is  no 
reason  to  suppose  that  Reynolds  paid  any  special 
attention  to  them  while  he  was  in  Italy.  However, 
very  soon  after  returning  to  London  he  painted  a 
straightforward  kitcat  of  Lord  Harcourt's  eldest  son  in 
Vandyck  costume,  and  embarked  on  a  series  of 
variations  on  the  type  which  lasted  about  ten  years, 
and  falls  into  two  stages. 

At  first  he  keeps  fairly  close  to  Knellcr  prototypes, 
and  restricts  his  experiments  mainly  to  the  lighting. 
This  is  well  exemplified  by  the  Wallace  Collection's 
4th  Duke  of  Queen  sherry,  which  is  actually  one  of  the 


3.  SIR  JOSHUA 
REYNOLDS. 

William, 
Fourth  Duke  of 
Qitceiisbcrry. 
Oil  on  canvas, 
92x71  cm. 
Wallace  Collection, 
London ;  reproduced  by 
permission  of  the 
Trustees. 

A  fairly  typical  early 
Reynolds  kitcat, 
painted  in  1759. 


5-  SIR  JOSHUA 
REYNOLDS. 

Charles  FitzRoy, 
First  Lord  Southampton. 
Oil  on  canvas, 
91.4X71.8  cm. 
Buckingham  Palace; 
reproduced  by  gracious 
permission  of 
Her  Majesty  the  Queen. 
Probably  painted 
early  in  1760. 


Colour 

10.  SIR  JOSHUA 
REYNOLDS. 

Warren  Hastings. 

1766-8, 

oil  on  canvas, 

125  X 100  cm. 

National 

Portrait  Gallery, 

London. 


4.  SIR  GODFREY 
KNELLER. 

William  Pultcncy, 
First  Earl  of  Bath. 
Oil  011  canvas, 
yox  70  cm. 
National  Portrait 
Gallery,  London. 
One  of  the  last  of 
Kncllcr's  set.  of 
portraits  ot  the 
members  of  the 
Kit-cat  Club; 
signed  and  dated  171 7. 


last  examples  of  this  phase,  painted  in  1759  (No.  3). 
The  angle  of  the  figure,  and  the  placing  of  the  hand, 
show  clearly  its  derivation  from  Kneller's  1st  Earl  of 
Bath  (No.  4).  The  turning-point  between  the  some- 
what conservative  kitcats  of  the  fifties  and  the  freer 
designs  of  the  early  sixties  is  marked  by  the  portrait  of 
Charles  FitzRoy,  1st  Lord  Southampton,  painted  at  the 
beginning  of  1760  (No.  5).  Reynolds's  new  confidence 
in  his  own  powers  is  revealed  here  by  the  poise  of  the 
figure,  a  peculiar  sweeping  movement  which  seems  to 
be  a  foretaste  of  some  of  his  later  full-lengths,  like  the 
superb  Colonel  St.  Leger  at  Waddesdon  Manor. 

With  the  portrait  of  Southampton  the  kitcat  type  is 
absorbed  into  Reynolds'  repertoire  and  becomes 
wholly  original.  He  no  longer  needs  to  evoke  Kneller; 
he  has  plenty  of  ideas  of  his  own.  Apart  from  his  two 


early  contributions  to  the  newly  introduced  series  of 
Leaving  Portraits  at  Eton  College  -  Viscount  Ossulton, 
1 76 1,  and  William  Baker,  1762  -  he  hardly  paint! 
another  strict  kitcat.  Instead  he  uses  the  formal 
as  a  starting  point  for  free  designs  of  quite  diffcreni 
sorts. 

The  fact  that  Kneller's  group  comprised  an  icono- 
graphical  set  may  have  influenced  the  later  selection  of 
the  format,  in  certain  instances.  The  early  kitcat  of 
Lord  Nuneham  mentioned  above  was  followed  up 
year  or  so  later  by  a  second  kitcat  of  the  Earl  himself, 
who  recorded  paying  for  them  both  together:  'Paic 
Mr.  Reynolds  the  painter,  for  picture  of  myself  anc 
the  boy'.6  In  1754  Reynolds  began  a  set  of  kitcats  of 
the  Stanley  family,  which  he  completed  the  following 
year. 

The  kitcat  is,  of  course,  a  comparatively  limitec 
type,  and  some  affinity  with  Kneller's  series  is  perhaps 
unavoidable.  But  when  we  turn  to  Reynolds's  full- 
length  society  portraits  we  find  the  same  persistent 
debt  to  the  Restoration  in  general,  and  to  Kneller  ir 
particular.  Indeed,  Reynolds's  most  conspicuous  ex- 
periments with  Italian  and  French  forms  of  presentatior 
are  often  worked  out  within  a  solid  late-Stuart  frame- 
work. To  take  just  one  example,  his  elaborate  tull- 


6.  SIR  JOSHUA 
REYNOLDS. 

Elizabetli , 

Duchess  of  Hamilton. 
Oil  on  canvas, 
236  x  146  cm. 
Lady  Lever  Collection, 
Port  Sunlight; 
reproduced  by 
permission  oj  the 
Trustees  of  the 
Lady  Lever  Art  Gallery. 
Exhibited  at  the 
Society  of  Artists 
in  1760. 
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7.  SIR  GODFREY  KNELLER. 

Mary  Compton, 
Countess  of  Dorset. 
Oil  on  canvas, 
233X  143  5  cm. 
Hampton  Court; 

reproduced  by  gracious  permission  oj 
Her  Majesty  the  Queen. 
One  of  the 

Hampton  Court  Beauties, 
painted  c.  1690 
in  emulation  of 
Lely's  earlier  set. 


poses  and  arrangements,  but  subjected  what  he  learnt  - 
'borrowed'  would  be  quite  the  wrong  word  here  -  to  a 
process  of  creative  transformation.  With  this  in  mind 
it  is  worth  taking  a  fresh  look  at  the  well-known  and 
widely-admired  portrait  of  Nelly  O'Brien  (No.  9). 
Three-quarter  length  portraits  of  seated  ladies  are  of 
course  very  common  in  the  eighteenth  century,  but 
there  is  one  feature  here  which  is  not,  and  that  is  the 
motif  of  the  lap-dog.  It  is  surprising  how  rarely  this 
occurs.  Gainsborough,  who  introduces  dogs  into  many 
of  his  portraits  both  of  men  and  women,  never  seems 
to  have  put  one  actually  in  the  sitter's  lap.  The  whole 
composition  of  the  O'Brien  does,  however,  have  at 
least  two  striking  precursors  in  Restoration  painting 
and  its  aftermath:  Lely's  Viscountess  Weymouth  (No.  8), 
and  the  portrait  of:  Viscountess  Carteret  at  Ham  House, 


8.  SIR  PETER  LELY. 

Frances  Finch, 

I  Iscountess  Weymouth. 

Oil  on  canvas, 

109.2x96.5  cm. 

Longleat. 


length  of  the  Duchess  of  Hamilton  and  Argyll  -  one  of 
his  first  Grand  Manner  exhibition-pieces  -  painted 
c.  1758-60  (No.  6),  makes  use  of  a  curving  pose  which 
he  had  sketched  in  Italy,  and  was  possibly  spurred  on 
by  Ramsay's  experiments  with  the  same  kind  of  pose.7 
But  the  basic  setting  of  the  figure  against  a  sculptured 
plinth,  and  the  deliberate  arrangement  of  the  cloak,  arc 
clearly  inherited  from  Kncller,  as  a  glance  at  the 
Countess  of  Dorset,  one  of  the  'Hampton  Court 
Beauties',  will  confirm  (No.  7). 

We  have  seen  that  Reynolds's  relationship  to  Lely's 
"Windsor  Beauties'  was  playful  and  detached,  but  his 
interest  in  Kneller's  rival  series  was  more  analytic.  He 
was  struck  by  their  clearer  spatial  definition,  and 
obviously  liked  the  tendency  in  Kneller's  work  for  a 
tew  big  clear  shapes  to  replace  the  many  small  creases 
ofLely's  draperies. 

One  thing  I  have  tried  to  emphasise  is  the  originality 
of  Reynolds's  reponse  to  these  sources.  Unlike  High- 
more  or  Ramsay,  he  was  not  content  simply  to  copy 


9-  SIR  JOSHUA 
REYNOLDS. 

Kelly  O'Brien. 
Oil  on  canvas, 
128  X  102  cm. 
Wallace  Collection, 
London ; 
reproduced  by 
permission  of  the 
Trustees. 


once  believed  to  be  Thomas  Hudson's  work,  but  now 
attributed  to  Kneller  and  dated  c.  171 5. 8 

Reynolds's  interest  in  this  composition  may  well  have 
been  stimulated  by  Ramsay's  seated  ladies  of  c.  1761-2, 
but  it  is  not  simply  the  motif  of  the  lap-dog  which 
places  his  O'Brien  in  direct  line  of  descent  from  Lely 
and  Kneller.  In  spite  of  its  charming  naturalism,  the 
picture  is  suffused  with  the  spirit  of  the  Baroque  at  its 
most  sensuous.  When  Waagcn  saw  it  in  the  mid- 
nineteenth  century  it  reminded  him  of  Rubens,  and 
ever  since  it  has  been  a  favourite  example  for  critics 
who  want  to  stress  the  discrepancies  between  Rey- 
nolds's theory  and  practice.9  With  its  delicate  light 


effects  and  careful  attention  to  textures  it  is  indeed  a 
superb  example  of  what  Reynolds  refers  to  in  his 
sterner  moments  as  the  'ornamental  style',  to  be 
avoided  by  students  aiming  at  true  grandeur  of  effect. 

And  yet,  while  the  motif,  and,  to  a  lesser  extent,  the 
handling,  are  reminiscent  of  Lely  and  Kneller,  the 
structure  of  the  composition  has  been  modified  in  a 
very  original  way.  The  frontality  of  the  pyramid  here 
can  be  matched  in  Restoration  portraiture,  but  the 
extraordinarily  subtle  way  Reynolds  has  illuminated 
the  lady's  neck  and  face  can  not.  The  result  is  a  toning 
down  of  the  insistent  triangularity  which  seems  almost 
inevitable  with  this  kind  of  pose.  The  light  oval  area 
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10.  SIR  PETER  LELY. 
1666-7, 

Admiral  Sir 
Jeremiah  Smith. 
Oil  on  canvas. 
123.2  x  101.6  cm. 
National  Maritime 
Museum, 

Greenwich  Hospital 
Collection. 


of  her  face  and  bosom  seem  to  float  above  the  bulky 
mass  of  her  skirt,  and  the  stability  of  the  whole 
arrangement  is  only  preserved  by  little  devices  which 
can  easily  pass  unnoticed,  like  the  way  the  edge  of  her 
hat  repeats  the  short  horizontal  of  her  right  arm. 

Finally  there  is  a  quality  rare  even  in  the  greatest 
portraits  and  achieved  by  Lcly,  Kneller  and  Reynolds 
on  one  or  two  occasions  only.  This  is  a  sense  of  human 
vulnerability  which  penetrates  a  fashionable  presenta- 
tion and  makes  us  aware  of  the  sitter  as  a  person  who, 
however  hard  he  strives  to  keep  up  the  role  allotted 
to  him,  is  nevertheless  a  creature  of  flesh  and  blood. 
Reynolds's  Warren  Hastings  (see  colour),  painted  in 
1766-8,  catches  some  of  the  nervous,  brittle  instability 
of  Kneller's  portraits  of  scholars  and  poets,  for  example 
the  Dryden  in  Trinity  College,  Cambridge,  or  the 


Matthew  Prior  in  the  same  collection.  In  Reynolds's  case 
this  quality  is  all  the  more  impressive  for  the  lavisli 
Baroque  setting,  with  its  emphasis  on  curly  ornamental 
details  and  sumptuous  tasselled  curtain. 

Lely,  too,  was  aware  of  the  anxiety  which  can  be 
detected  in  even  the  bravest  and  most  successful  men. 
Among  the  Flagmen  who  strut  so  proudly  on  the  walls 
at  Greenwich  is  his  finest  male  portrait:  Sir  Jeremiah 
Smith,  hero  of  the  Battle  of  Lowestoft  and  the  Four 
Days'  Fight,  after  which  he  was  knighted  (No.  10). 
Lely  sets  him  against  a  stone  plinth,  before  a  tumbling 
curtain,  and  he  grips  the  edge  of  the  plinth  with  a  sense 
almost  of  panic,  while  nervously  fingering  his  long 
white  necktie.  Separated  by  exactly  a  hundred  years, 
the  portraits  of  Jeremiah  Smith  and  Warren  Hastings 
link  their  authors  by  means  of  a  common  sensibility,  a 
quality  which  only  Kneller,  in  the  intervening  period, 
was  able  to  share. 10 


NOTES 

1.  James  Northcote,  The  Life  of  Sir  Joshua  Reynolds,  London, 
2nd  edition,  1818,  i,  p. 55. 

2.  Professor  Waterhouse  informs  me  that  this  picture 
reappeared  in  New  York  in  1952,  but  its  present 
whereabouts  is  unknown.  It  is  described  in  The  Walpole 
Society,  vol.  vi  1917-18,  where  the  date  is  given  as  1748. 

3.  Northcote,  op.  cit.,  i,  p. 5. 

4.  Quoted  by  Edmond  Malonc  in  his  introduction  to 
The  Works  of  Sir  Joshua  Reynolds,  London,  1797,  i, 
XLI,  note  33. 

For  Kneller's  Kit-cats  see  David  Piper,  Catalogue  of 
Seventeenth-century  Portraits  in  the  National  Portrait 
Gallery  1625-1714,  Cambridge,  1963,  pp. 398-403  ;  and 
J.  Douglas  Stewart's  article,  printed  as  an  appendix  to 
his  catalogue  of  the  National  Portrait  Gallery  exhibition: 
Sir  Godfrey  Kneller,  London,  1971.  It  is  useful  to 
distinguish  between  Kneller's  'Kit-cats'  and  'kitcats'  used 
as  a  general  term  for  pictures  of  this  type  by  other  painters. 
The  Harcourt  Papers,  quoted  by  E.  K.  Waterhouse  in 
The  Walpole  Society,  xli,  1966-68,  p.  152. 
Compare  a  drawing  in  Reynolds's  Venetian  Sketchbook  in 
the  British  Museum,  catalogued  by  Laurence  Binyon  as 
L.B.  13,  f.65  rev. ;  and  Ramsay's  'Lady  Louisa  Conolly', 
reproduced  in  Alastair  Smart,  The  Life  and  Art  of  Allan 
Ramsay,  London,  1952,  pi.  XIII. 
Stewart,  op.cit.,  catalogue  no.  71. 
G.  F.  Waagen,  Galleries  and  Cabinets  of  Art  in  Great 
Britain :  Supplement,  London,  1857,  p.91.  For  Nelly  as  a 
'discrepancy'  see  N.  Pevsner,  The  Englishness  of  English  Art, 
Harmondsworth,  1956,  chapter  3 ;  and  the  same  writer's 
article  in  The  Listener,  February  20, 1969,  pp.  2  1  et.  seq. 
Some  of  the  material  contained  in  this  article  i;  jased  on 
part  of  a  thesis  in  preparation  for  the  Universi'  y  of 
London. 
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The  Stained  Glass 

of  Lavers 
and  Barraud 


i.  The  Angel 
staying  the  sword 
at  the  threshing- 
floor  of  Araunah. 
Chancel  north 
window  at 
Whitnash  Church, 
Warwickshire. 
Designed  by 

ALFRED  BELL. 
1856. 


Martin  Harrison 
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Throughout  the  eighteenth  century  stained  gla 
making  was  in  a  period  of  decline.  Many  of  til 
recipes  for  the  jewel-like  colours  of  the  mcdiaev 
period  had  been  lost,  and  the  designers  for  windov 
made  few  concessions  to  the  essentially  two-dimcil 
sional  medium,  using  large  pieces  of  glass  with  little  1 
no  lead  work  and  employing  much  dulling  cnam 
paint  for  the  drawing. 

After  about  181 5,  at  first  owing  largely  to  ThomJ 
Willement  and  later  especially  to  Pugin  and  Charl 
Winston,  the  art  underwent  a  major  revival.  Thej 
men  encouraged  a  renewed  appreciation  of  the  tn| 
nature  of  stained  glass,  emphasising  particularly  tl 
vital  role  of  leading,  which,  they  emphasised,  must  ci 
most  of  the  drawing  and  break  up  the  surface  area  of 
window  into  a  glowing  mosaic-like  pattern.  That  tl 
art  should  be  revived  was,  of  course,  no  isolate 
phenomenon,  but  part  of  the  Catholic  revival  as 
whole  and  concurrent  with  the  Gothic  Revival  i: 
architecture.  From  its  inception  in  1841,  The  Ecclesu 
logist,  the  journal  of  the  Cambridge  Camden  Societ 
rapidly  became  the  chief  arbiter  of  High  Church  tas 
in  stained  glass.  By  i860,  with  the  High  Victoru 
period  of  the  Gothic  Revival  at  its  peak,  Lavers  . 
Barraud  and  Clayton  &  Bell  were  the  firm  favourit 
of  the  Camdenians,  Lavers,  Barraud,  and  Claytc 
often  attending  meetings  of  the  society  and  cxhibitin 
cartoons  and  photographs  of  their  current  commission 

The  productions  of  Lavers  &  Barraud  at  this  tin 
closely  parallel  in  stained  glass  the  work  of  tl 
prominent  High  Victorian  architects  such  as  Scot 
Burges,  Street,  White  and  Pearson,  making  a  clos< 
examination  of  the  evolution  of  this  firm  worthwhil 
Nathaniel  Wood  Lavers  (1822-1911)  founded  ! 
stained  glass  business  in  1855  at  Southampton  Strcc 
Strand,  being  joined  in  the  summer  of  1858  t 
Francis  Philip  Barraud  (1824-1900).  In  the  followir 
year  they  became  permanently  established  in  a  gothii 
style  studio  and  manufactory  built  for  them  by  R. 
Withers  in  Endell  Street,  Covcnt  Garden  (still  extant 
Lavers  and  Barraud  almost  certainly  knew  one  anoth 
from,  at  the  latest,  1849,  when  both  men  wei 
involved  with  the  glass  firm  James  Powell  &  Son  < 
Whitefriars.  Between  1849  and  1852  Barraud  dcsigne' 
painted  and  repaired  many  windows  for  Powells  -  or 
of  their  exhibits  in  the  1851' Great  Exhibition  havin 
been  made  to  his  design. 

There  was  agitation  from  many  quarters  for  1 
higher  standard  of  design,  particularly  figure  design,  i, 
windows  at  the  time  Nathaniel  Lavers  formed  h 
workshop,  and  he  was  very  sympathetic  to  this  neci 
He  himself  was  purely  a  craftsman  and  businessma 
and  from  the  start  was  concerned  to  engage  competei 
artists  to  design  his  windows.  From  1855  he  relie 
largely  on  Alfred  Bell  (No.  1),  until  1857  when  Be 
joined  forces  with  J.  R.  Clayton.  A  most  intcrestin 
experiment  was  tried  in  1856  when  the  Royal  Acadt 
mician  Charles  West  Cope  (1811-1890)  provide 
cartoons  for  the  east  window  of  three  lights  ;l 
Bovingdon  Church,  Hertfordshire  (No.  2).  To  quoi 
from  the  critic  for  The  Builder  regarding  this  window 
'All  will  applaud  the  step  which  has  been  taken  < 
calling  in  high  artistic  talent  to  the  aid  of  the  gla 
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!.  Resurrection 
if  the  Just. 
iast  window  of 
3o\  ingdon  Church, 
Hertfordshire. 
Oesigned  by 
w.  cope. 
856. 

The  clash  between 
t-avers'  satisfactorily 
wo-dimensional 
oliage  background 
md  Cope's  pictorially 
rested  figures  is 
>b\  ious. 


Colour 

Christ  blessing  childre 
Wroughton 
memorial  window 

the  south  side 
>f  Brightwalton 
Church,  Berkshire. 
>Dcsigned  by 

IM1CHAEL  HALLIDAY. 
1865. 

iThe  kissing  angels, 
representing 
Righteousness'  and 


'Peace'  show  the 
strong  influence  of 
Milli.is'  famous 
'I  )esign  for  a  Gothic 
Window',  1 S  5  3 , 
which  I  lalliday 
would  have  known 
well. 


3.  Detail  from 
The  Angel  and  the 
two  Maries  at  the  tomb. 
Chancel  north 
window,  St. 
Winnow  Church, 
Cornwall. 
Made  in  1857,  and 
■showing  the 
distinctive  drawing 
style  of  the  designer 

HENRY  STACY  MARKS. 


painter,  although  all  may  not  approve  of  the  style  here 
adopted  for  a  mediaeval  church'. 

Cope  was  the  first  of  many  freelance  artists  employed 
by  the  firm  over  the  subsequent  eight  years  for  special 
commissions.  Bell  was  replaced  as  regular  cartoonist  by 
Henry  Stacy  Marks  (1829-1898),  (No.  3),  for  a  short 
period.  Soon  after  Marks  left,  in  1858,  Barraud  became 
a  co-partner  in  the  business  and  was  a  prolific  designer 
during  the  following  nine  or  ten  years.  He  specialised 
in  small,  often  densely-packed,  figure  medallions,  and 
although  competent  seems  to  have  been  used  rarely  for 
the  more  important  or  complex  windows. 

A  permanent  designer  for  major  commissions  was 
still  needed  and  the  advice  of  the  architect  William 
Burges  was  sought.  He  suggested  Nathaniel  Hubert 
John  Westlake  (1833— 192 1)  who  joined  the  firm  by 
early  i860.  Trained  at  Somerset  House  when  it  was 
headed  by  Dyce  and  Herbert,  and  at  J.  M.  Leigh's  life- 
school,  Westlake  became  fascinated  by  mediaeval  art 
and  the  Pre-Raphaelites.  In  1858  he  published  The 


Litany  and  the  first  in  a  scries  of  'Old  Test. uncut 
Histories',  both  illustrated  by  fourteenth-century 
English  artists.  This  brought  him  to  the  attention  of 
Burges  and  some  of  Westlake's  earliest  works  were 
figure  paintings  on  furniture  for  the  architect.  One  of 
Westlake's  first  commissions  in  his  new  post  was  to 
prepare  a  design  for  the  major  cast  window  of 
Burges's  restoration  of  Waltham  Abbey,  Essex.  His 
proposal  was  rejected  however  and  Burges  chose 
Burnc-Joncs'  Tree  of  Jesse  and  Creation  designs  which 
were  executed  by  James  Powell  and  Son  in  1861.  From 
1863,  until  they  had  a  serious  dispute  in  1883,  Westlake 
collaborated  on  a  great  number  of  designs  with  the 
architect  J.  F.  Bentlcy.  Some  early  examples  of  this 
partnership  are  especially  rewarding;  their  mo  -  lie-like 
windows  at  Christ  Church,  Strcatham  Hill  and  St. 
Francis  of  Assisi,  Notting  Hill  (all  1863)  and  the  south 
chapel  east  window  at  Sutton  Church,  Surrey  (1864) 
may  be  particularly  cited. 
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4.  EDWARD 
BURNE-JONES, 

Annunciation. 
Oils  on  canvas 
53 iX  ioj  inches. 
Full-sized  cartoon  for 
the  window  at 
Topcliffe,  Yorkshire. 
City  a/Birmingham 
Museum  and 
Art  Gallery. 


Between  i860  and  1866  Lavers  &  Barraud  continued 
frequently  to  employ  freelance  artists,  most  notable  of 
whom  was  Burne-Jones  who  made  just  one  design  for 
the  firm,  an  Annunciation,  in  i860.  At  least  three 
subsequent  versions  of  this  window  were  made,  but 
the  original  one,  at  Topcliffe  Church,  Yorkshire 
(No.  4),  is  the  most  successful.  It  is  on  the  left  hand  of  a 
three-light  window  on  the  south  side  of  the  church, 
the  other  two  panels  being  designed  by  Michael 
Frederick  Halliday  (1822-1869),  a  minor  Pre-Raphae- 
lite and  friend  and  pupil  of  Holman  Hunt  and  Millais. 
Halliday  designed  several  other  windows  for  the  firm 
up  to  1866  (see  colour).  A  version  of  the  Burne-Jones 
panel  was  exhibited  by  the  firm  at  the  1862  Inter- 
national Exhibition,  together  with  part  of  their  large 
west  window  for  Lavenham  church,  Suffolk,  designed 
by  James  Milner  Allen,  a  freelance  designer  quite  often 
used  about  this  time,  especially  for  secular  work.  His 
scene  from  Tennyson's  Idylls  oj  the  King  was  one  of 
the  most  popular  windows  at  the  exhibition. 


5.  Detail  from 
'The  legend  of 
good  Queen  Dagmar' 
Designed  by 

J.  MILNER  ALLEN 

in  1864  and  shown 
that  year  at  the 
stained  glass 
exhibition  at  South 
Kensington  Museum. 
Victoria  &  Albert 
Museum. 
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William  Burges  was  the  most  consistent  advocate 
for  the  employment  of  prominent  artists  to  design  for 
stained  glass  at  this  time  and  in  1864  he  persuaded 
J.  E.  Millais  to  make  a  design  for  the  first  of  a  series  of 
seven  windows  to  be  filled  with  new  glass  as  part  of 
Burges's  'gothicising'  of  the  Chapel  at  Worcester 
College,  Oxford.  Millais  was  really  too  busy  to  under- 
take the  work  of  producing  full-sized  cartoons  for  the 
windows  and  only  supplied  Lavers  &  Barraud  with  a 
rough  sketch,  about  six  inches  square,  from  which  they 
made  the  cartoon.  The  subject  was  The  Adoration  of  the 
Magi.  Everyone  concerned  pronounced  the  resulting 
window  thoroughly  unsuccessful  and  Millais  with- 
drew from  the  commission,  explaining  that  he  had  not 
sufficient  time  to  devote  to  it,  and  was  replaced  by 
Henry  Holiday  (1833-1927)  who  designed  all  seven 
windows  (No.  6).  Holiday  was  at  that  time  under 
contract  to  Powell's  but  altered  his  agreement  and  in 
fact  later  designed  several  other  windows  for  Lavers  & 
Barraud.  Millais'  window  was  shown  at  the  1864 
stained  glass  exhibition  at  South  Kensington  and  the 
architectural  journals  were  unanimous  in  their  criticism 
of  it.  This  was  the  painter's  only  excursion  into  stained 
glass  design  although  Lavers,  Barraud  and  Westlakc 
adapted  a  scries  of  Millais'  Parables  of  Our  Lord  for  a 
window  at  Kinnoul  Church,  Perthshire  in  1870, 
making  a  subsequent  version  for  Bothwcll  Church, 
Lanarkshire. 

In  1868  Westlakc  became  a  partner  in  the  firm,  and 
he  had  by  this  date  almost  a  monopoly  of  the  figure 
designing  for  their  windows.  From  the  1850s  until  its 
publication  in  1884  Westlakc  had  been  preparing  his 
exhaustive  four-volume  study  Tfie  History  oj  Design 
in  Painted  Glass  -  covering  the  eleventh  to  seventeenth 
centuries.  Thus  he  had  become  increasingly  aware  of 
all  periods  of  glass  painting  and  it  is  easier  to  under- 
stand the  influence  later  (i.e.  fifteenth-  to  seventeenth- 
century)  styles  had  on  his  work  from  1866  onwards. 
In  common  with  many  other  stained  glass  artists  much 
of  his  work  became  increasingly  pictorial  in  concept 
and  more  dilute  in  colour  as  the  enthusiasm  for  the 
gothic  revival  ebbed.  There  was  no  fresh  infusion  of 
ideas  or  direction  in  the  later  work  of  this  and  many 
other  large  and  financially  successful  firms  (for 
example,  Clayton  &  Bell  and  Heaton,  Butler  &  Baync). 
The  demand  for  windows  continued  to  increase  but 
as  the  nineteenth  century  drew  to  a  close  there  was  a 
steady  deterioration  in  aesthetic  standards  coupled  with 
increasingly  factory-like  production  methods.  The 
creative  initiative  had  fallen  to  Morris,  Burne-Jones 
and  their  circle  in  the  1860s  and  1870s  and  stayed  with 
their  followers,  such  as  Sclwyn  Image  and  Christopher 
Whall,  in  the  1890s. 

Westlake  had  become  the  head  of  the  firm  by  1880, 
and  continued  in  business  until  his  death  in  1921  but 
the  windows  made  during  this  period,  although 
technically  competent,  very  rarely  equal  those  made  in 
the  first  ten  years  of  the  firm's  life,  years  of  intense 
involvement  and  experiment. 


6.  Ascension. 
Worcester  Colleg 
Chapel,  Oxford. 
Designed  by 

HENRY  HOLIDAY. 
I864. 


The  American  CONNOISSEUR 


i.  Tiglath-Pileser 
Receiving  Homage. 
Assyrian,  744-727  BC. 
Ht.  48  inches, 
Wtli.  94  inches. 
An  excellent  example 
of  a  type  of  scene  not 
often  found  in 
collections  of 
Assyrian  art. 
It  has  the  advantages 
of  completeness, 
large  scale  and  a 
well  documented 
history. 


The  Arts  of  the  j 
Ancient  Near  East  in  Detroit 


William  H.  Peck 


The  collections  of  objects  in  the  Detroit  Institute  of 
Arts  which  illustrate  the  arts  of  the  Ancient  Near  East 
range  in  place  of  origin  from  the  plains  of  Anatolia  to 
the  mountains  of  Iran,  in  size  and  scale  from  the 
smallest  stone  seal  to  large  relief  carvings,  and  in 
importance  from  archaeological  artefacts  to  unique 
works  of  art.  This  section  of  the  Ancient  Collections  of 
this  institution,  like  all  the  other  parts,  began  its 
existence  as  an  accumulation  of  curiosities.  During  the 
nineteenth  century  a  lively  interest  in  anything  even 
remotely  connected  with  the  lands  of  the  Bible 
prompted  travellers  to  return  from  their  trips  to  the 
Near  East  and  the  Holy  Land  with  souvenirs  of  their 
journeys.  At  times  what  was  acquired  was  of  import- 
ance and  still  retains  an  interest  for  us  today.  More 


often  than  not,  the  lack  of  useful  information  about  th' 
objects  or  the  place  in  which  they  were  found  ha 
decreased  their  value  as  museum  displays.  To  one  sucl^ 
traveller  the  Institute  of  Arts  is  indebted  for  a  wide 
variety  of  'curiosities'.  Frederick  Stearns,  a  Detroi 
drug  manufacturer,  included  among  his  purchase 
mummies  from  Egypt,  pottery  and  fragments  o' 
mosaic  from  Rome,  and  a  group  of  cylinder  and  stam] 
seals  found  near  Antib,  Syria.  These  seals  might  b< 
considered  the  beginning  of  a  present  collection  whicl 
is  made  up  of  material  from  Iran,  Mesopotamia,  Syria 
Anatolia,  Palestine  and  South  Arabia  and  whicl 
represents  many  of  the  cultures  which  inhabited  thes 
areas. 

From  the  standpoint  of  archaeological  interest,  th  I 
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rollcctions  contain  a  number  of  objects  of  known 
orovenancc.  A  small  selection  of  pottery  from  the 
•arliest  levels  at  Troy  has  found  its  way  into  our  care, 
-rom  the  original  excavations  of  Heinrich  Schlicman 
much  of  the  duplicate  material  was  dispersed  to  a 
lumber  of  German  museums.  When  this  institution 
[tvas  beginning  to  augment  its  collections,  a  large  group 
>f 'study'  objects  were  purchased  from  the  reserves  of 
Ihc  museum  at  Gotha.  Among  the  numerous  Greek 
nd  Roman  ceramics  were  included  a  few  identifiable 
•xamples  from  Troy.  Of  much  greater  interest  to  the 
i.tudcnt  of  archaeology  and  the  history  of  art  is  a  large 
elief  of  Tiglath-Pileser  III,  king  of  Assyria  (No.  i).1 
This  important  example  was  found  by  Austen  Henry 
,ayard  at  Nimrud,  the  site  of  ancient  Calah,  in 
xbruary,  1846.  It  was  acquired  by  the  Honourable 
Robert  Clive  in  1850  and  installed  by  him  at  Hewell 
irangc,  Rcdditch,  Worcestershire,  where  it  remained 
mtil  1946  when  it  was  offered  for  sale  by  a  descendant 
(if  the  first  owner  at  auction.  In  his  Nineveh  and  its 
lemains  Layard  records  the  finding  of  the  relief : 

The  most  perfect  of  the  Bas-reliefs  (NO.  1)  was  in  many 
respects  interesting.  It  represented  a  king,  distinguished 
by  his  high  conical  tiara,  standing  over  a  prostrate 
warrior;  his  right  hand  elevated,  and  the  left  supported 
by  a  bow.  The  figure  at  his  feet,  probably  a  captive  enemy 
1  or  rebel,  wore  a  pointed  cap,  somewhat  similar  in  form  to 
that  already  described.  I  was,  from  this  circumstance,  at 
first  inclined  to  believe  that  the  sculpture  represented 
the  conquest  of  the  original  founders  of  Nimroud,  by  a  new 
race,  perhaps  the  overthrow  of  the  first  by  the  second 
Assyrian  dynasty ;  but  I  was  subsequently  led  to  abandon 
the  conjecture.  An  eunuch  holds  a  fly-flapper  or  fan  over 
the  head  of  the  king,  who  appears  to  be  conversing  or 
performing  some  ceremony  with  a  figure  standing  in  front 
of  him;  probably  his  vizir  or  minister.2 

he  description  continues  to  include  all  of  the  figures 
pn  the  Detroit  blocks  as  well  as  a  suggestion  of  the 
ubject  of  the  register  above,  which  was  almost 
omplctcly  destroyed.  There  Layard  could  make  out 
vith  some  difficulty  traces  of  horsemen  and  a  fallen 
warrior.  These  upper  portions  were  cut  away  long 
■cfore  the  relief  came  to  Detroit.  He  also  suggested 
hat  this  relief,  like  the  others  in  the  South-west  palace 
t  Nimrud,  had  been  brought  from  some  other  part 
f  the  site  in  antiquity.  The  subject  of  a  court  scene  is 
ot  unusual  but  is  rare  in  American  collections.  The 
nost  frequent  subjects  are  mythological,  religious  or 
re  concerned  with  warfare.  Two  aspects  of  this  relief 
re  worth  noting,  there  are  some  portions  of  the  carving 
v'hich  are  unfinished,  and  there  is  an  inscription.  In  the 
etails  of  dress,  particularly  that  of  the  king,  some  of 
ic  elements  have  been  indicated  but  not  completed, 
his,  however,  does  not  detract  from  the  generally 
<nishcd  appearance  of  the  composition.  The  inscription 
■  on  the  upper  border  which  separated  this  register 
torn  the  one  which  has  been  cut  away.  In  a  translation 
jy  Dr.  I.J.  Gelb  of  the  Oriental  Institute,  University  of 
Chicago,  it  has  been  rendered:  'I  conquered  the  city  of 
Sibur  together  with  the  cities  of  its  environs.  I  carried 
ff  their  )ooty.  The  man  Tanus  fled  to  the  mountains, 
loffered  pure  libations  to  the  god  Marduk  who  dwells 
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in  Til-Asuri'.  These  arc  presumably  a  scries  of  events 
which  occurred  in  the  year  737  BC  during  one  of  the 
campaigns  of  Tiglath-Pileser  against  the  enemies  of 
Assyria. 

The  representation  of  Assyrian  art  in  Detroit  is 
further  enhanced  by  two  other  relief  fragments.  The 
larger  of  these  depicts  a  winged,  eagle-headed  'deamon' 
(No.  2).  the  smaller  is  a  fragment  from  a  military  com- 
position. The  eagle-headed  figure,  like  the  presentation 
scene,  is  from  the  excavations  of  Layard.3  It  passed 
almost  immediately  into  an  English  private  collection, 
that  of  the  Seymour  family  of  East  Knowlc,  Wiltshire. 
It  is  a  type  which  well  suggests  the  religious  beliefs  of 
the  Assyrians  and  one  which  is  familiar  from  the  many 
examples  which  decorated  numerous  palace  walls. 
The  suggestion  has  been  made  that  these  griffin- 
demons  arc  intended  as  a  symbolic  protection  for  the 
king,  depicted  in  the  accomplishment  of  a  pious  act. 
The  ritual  which  is  being  enacted  has  not  been  com- 
pletely explained  but  the  creature  approaches  what  is 
usually  described  as  a  'sacred  tree'  holding  a  metal  situla 
in  one  hand  and  a  fir  cone  in  the  other.  A  small  portion 
of  the  tree  is  visible  on  the  right  hand  edge  of  the  block. 
Such  arrangements  were  usually  symmetrical  with  the 
two  figures  on  either  side  of  the  tree,  presumably  there 


2.  Eagle-headed  Genius. 
Assyrian,  883-859  BC. 
Ht.  39}  inches, 
Wth.  25  inches. 
One  of  a  number  of 
such  examples, 
this  relief  illustrates 
one  aspect  of  Assyrian 
religious  activity. 
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existed  a  mirror-image  of  the  Detroit  demon.  The 
small  size  of  this  fragment  identifies  it  as  having  been 
part  of  a  wall  which  had  two  registers,  this  part  having 
come  from  the  lower  band.  Layard  described  the 
finding  of  one  room  which  had  such  a  decoration  in 
the  palace  of  Ashurnasirpal  II  at  Nimrud  which 
contained  many  such  decorative  elements.  Perhaps  the 
fragment  in  Detroit  can  be  related  to  that  room.4  The 
imaginary  nature  of  the  creature  is  belied  by  the 
amount  of  descriptive  detail  included.  The  metal 
armlet  which  emerges  from  under  the  short  sleeve,  the 
two  daggers  tucked  into  the  fringed  sash  and  the 
delicate  treatment  of  the  textures  of  feathers  and  fringe 
alike  all  testify  to  an  exacting  attitude  in  two-dimen- 
sional repre  ;cntation. 

The  smaller  of  the  two  fragments  is  typical  of  a  great 
many  pieces  scattered  among  the  collections  of 
museums  and  private  individuals.  On  it  is  depicted  a 
groom  who  is  leading  chariot  horses.5  Small  as  it  is,  it 
suggests  another  important  type  of  subject  matter  in 
Assyrian  reliefs,  that  of  the  narrative  composition 
which  serves  to  illustrate  incidents  from  the  campaigns 
of  the  king.  It  is  dated  to  the  reign  of  yet  a  third 
Assyrian  ruler,  Scnnachrib,  so  the  art  of  the  later 
Assyrians  is  represented  by  objects  spanning  almost 
three  centuries.  With  the  reliefs  must  be  mentioned 
some  examples  of  pottery,  terracotta  and  cylinder 
seals  which  help  to  suggest  the  culture  of  this  period. 


In  great  contrast  to  the  Assyrian  reliefs  in  stone  a 
glazed  tile  relief  (No.  3)  is  exhibited  in  the  same 
gallery.6  The  magnificent  ceremonial  gate  erected  by 
Nebuchadnezzar  II  in  Babylon  to  the  glory  of  the 
goddess  Ishtar  is  justly  famous  for  the  richness  of  its 
glazed  tile  decoration  of  bulls  and  dragons.  A  relief  of 
this  kind  is  one  of  the  masterpieces  in  the  collection. 
During  the  decade  of  the  1920s,  when  he  was  actively 
expanding  all  the  collections  of  the  museum,  William 
Valentiner  searched  for  possible  additions  to  the 
ancient  material,  not  only  in  the  possession  of  dealers 
and  private  collectors,  but  also  in  the  reserves  of 
museums.  In  this  way  he  was  able  to  acquire  not  only 
material  such  as  the  pottery  from  the  Gotha  Museum 
already  mentioned,  but  also  such  an  important  piece 
as  this.  In  Dr.  Valentiner's  own  words  he  described 
Detroit's  good  fortune: 

At  the  time  the  gate  was  installed  (in  Berlin),  it  was 
found  that  there  was  one  relief  too  many,  and  in  this  way 
we  had  the  good  fortune  to  acquire  one.  With  the 
exception  of  those  in  the  Berlin  Museum,  and  in  the 
museum  in  Constantinople,  there  is  besides  ours  no  other 
dragon  tile  in  any  museum,  whereas  of  the  lions  of  the 
frieze  there  are  examples  in  several  museums.7 

The  frieze  of  which  he  speaks  covered  the  walls  of  the 
processional  way  which  approached  the  Ishtar  Gate, 
there  are  examples  of  the  lions  in  New  York,  Boston, 


3.  Tile  Relief  from  the 
Ishtar  Gate. 
Neo-Babylonian,  \ 
c.  580  BC. 
Ht.  45  J  inches, 
Wth.  6$l  inches. 
Unique  in  American, 
collections, 
the  Dragon  tile  relief 
has  been  illustrated  J 
many  times  in 
publications  on  the 
history  of  art  and  :'' 
Biblical  historv. 
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4.  Stone  Bowl. 
Mesopotamia!!, 
Jcmdat  Nasr  Period. 
End  of  the  Fourth 
Millenium  bc. 
Ht.  zl  inches, 
Dm.  4I  inches. 
Early  examples  of 
Mesopotamia!] 
decorative  carving 
arc  rare. 

This  example  serves 
to  illustrate  the 
beginnings  of 
West-Asiatic  art  in  the 
Detroit  collection. 


Toronto,  Providence  and  New  Haven,  to  mention 
oniy  some  in  North  America.  The  reason  that  the 
Detroit  Dragon  was  not  used  in  the  reconstruction  in 
Berlin  is  that  the  total  height  of  the  structure  was 
reduced  to  fit  it  into  what  is  now  the  Pcrgamon 
Museum.  In  the  excavator's  visualization  of  the 
original  appearance  of  the  gate  there  are  six  registers 
of  animals,8  in  the  re-erection  there  are  only  five 
included.  It  was  not  a  question  of  having  'one  relief 
too  many',  but  rather  one  of  adapting  to  the  problems 
of  museum  installation.  The  tile  relief,  which  in  any 
case,  found  its  way  to  Detroit,  was  reconstructed  from 
many  tiny  fragments  and  presumably  occupied  a  place 
on  the  gate  itself.  As  an  example  of  the  symbolic 
representation  of  the  gods,  the  Mushhush  or  snake 
dragon  suggests  the  mystery  and  power  of  Marduk, 
the  consort  of  Ishtar.  The  total  impression  of  the 
brightly  glazed  gateway,  decorated  with  repetitions 
of  the  two  motifs  of  bull  and  dragon,  must  have  been 
splendid  indeed.  It  is  probably  true,  as  Valentine! 
suggested,  that  the  dragon  in  Detroit  was  seen  by 
Nebuchadnezzar  himself  and  perhaps  even  by  the 
prophet  Daniel  during  his  residence  at  Babylon. 
Certainly  the  visions  of  Daniel  arc  not  foreign  to  a 
tradition  which  could  create  such  an  image  as  the 
Dragon  of  Marduk. 


From  a  much  earlier  period  in  the  history  of  Meso- 
potamia the  collection  contains  a  stone  bowl  with 
relief  carving  (No.  4)  and  a  fragment  of  a  similar  vessel. 
The  fragment  is  decorated  with  three  horned  animals 
and  a  lion,9  the  complete  bowl  with  a  procession  of 
bulls.10  Stylistically  both  arc  similar  to  decorated 
containers  found  at  Warka  and  Ur,  and  as  such, 
represent  some  of  the  earliest  pieces  of  relief  decoration 
in  the  collection  of  the  museum.  The  carving  of  the 
animals  in  both  instances  was  done  with  a  great  deal  of 
vigour  and  with  a  great  sense  of  the  character  of  types 
involved.  The  direct  observation  implied  in  the 
production  of  these  works  has  been  subordinated  to  an 
almost  ritualistic  application  of  the  designs  to  a  function 
which  may  have  been  religious.  The  use  of  such  bowls, 
beakers  and  troughs  with  animal  decoration  is  not 
clear.  It  has  been  suggested  that  tlicy  represent 
animals  for  sacrifice  to  the  gods  or  possibly  symbolic 
manifestations  of  certain  attributes  of  the  gods.  In  the 
case  of  the  bull,  ranis  and  the  lion  on  the  two  Detroit 
pieces,  each  animal  has  been  carved  in  such  a  way  as  to 
make  their  identification  certain,  their  particular 
character  distinct. 

The  glyptic  arts  of  Mesopotamia  and  its  adjacent 
areas  are  represented  in  Detroit  by  a  modest  group  of 
cylinder  and  stamp  seals.  The  impressions  made  from 


5.  Whet  Stone. 
Persian,  Luristan, 
9th-8th  Century  bc. 
Lth.  9  inches. 
Luristan  brc  1  lc 
weapons  w   e  in 
constant  ne  i  of 
sharpening. 
Such  whet  stones 
were,  as  a  result, 
a  necessary  piece  of 
equipment. 
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f>.  Three  Cylinder 
Seals  with  Impressions. 

1)  Geometric  Design, 
Lapis  lazuli, 

Ht.  2  ft  inches. 
Proto-litcratc  Period, 
before  3000  bc. 

2)  Animal  Combat, 
Lapis  lazuli. 

Ht.  1  ft  inches. 
Early  Dynastic  in 
Period,  c.  2500  BC. 

3)  Presentation  scene 
before  a  god, 
Hematite, 

Ht.  1 1  inches. 
Old  Babylonian 
Period, 

i8th-i7th  Century  bc. 


these  seals  illustrate  in  miniature  the  history  of  art  in 
the  Ancient  Near  East  with  subjects  ranging  from 
geometric  designs  to  carefully  and  realistically  model- 
led tableaux.  At  the  same  time  they  help  to  illustrate 
the  growth  of  the  collection.  To  an  original  group 
acquired  by  Frederick  Stearns  on  his  travels  have  been 
added  examples  which  are  desirable  for  their  quality  of 
engraving,  for  the  beauty  of  the  stone  or  because  they 
fill  a  gap  in  a  chronological  survey.  What  began  by 
fortunate  accident  has  been  continued  with  careful 
planning.  With  seals  it  is  possible  to  illustrate  the  art  of 
some  periods  which  would  bc  otherwise  impossible  to 
include.  The  register  scheme  which  pervades  much  of 
Mcsopotamian  art  and  is  apparent  in  the  Assyrian 
reliefs  and  the  Dragon  tile  is  perhaps  a  direct  reflection 
of  the  designs  of  cylinder  seals.  The  problem  peculiar 
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to  this  form  is  one  of  visualising  and  projecting  a  flat 
pattern  on  to  the  curved  surface  of  a  cylindrical  piece 
of  stone  (No.  6). 

Among  the  examples  of  glyptic  art  preserved  in  the 
Detroit  Institute  of  Arts  are  seals  from  the  Proto- 
literate  Period  to  the  time  of  the  Neo-Babylonians.  Oi 
great  interest  are  those  which  have  cuneiform  inscrip- 
tions in  addition  to  their  relief  designs.  These  text 
often  give  the  name  of  the  owner  of  the  seal  anc 
occasionally  other  information  such  as  titles  and  shorl 
genealogies.  The  subject  matter  of  the  designs  include: 
animals,  combat  scenes,  presentation  of  a  subject  to  th( 
gods,  illustrations  of  myth  and  ritual.  The  art  o 
writing  in  Mesopotamia  is  illustrated  by  the  afore- 
mentioned inscriptions  on  cylinder  seals,  by  a  group  c 
clay  tablets  which  are  for  the  most  part  economic  text 
and  by  inscribed  bricks  from  the  palaces  of  Assvri; 
rulers.  With  these  examples  and  the  specimens 
writing  in  the  Egyptian,  Greek  and  Roman  gallerie 
the  early  history  of  the  art  of  the  scribe  can 
demonstrated. 

In  addition  to  the  archaeological  material  from  Troy 
the  collection  contains  a  number  of  stamp  seals  fron 
Anatolia  which  date  in  the  third  millenium  B.C.,  ani 
a  small  selection  of  flat  marble  figurines,  gcnerall 
called  'idols',  of  a  slightly  later  period.  These  stylise' 
shapes,  well  known  from  their  excavation  in  pithi 
burials  in  Western  Anatolia,  have  a  great  interest  fc 
the  modern  eye  trained  on  the  sculpture  of  Nogucl 
and  Brancusi.  Their  simplicity  is  most  appealing,  th 
severe  abstraction  of  the  human  form  to  the  most  basi 
elements  is  visually  satisfying  as  well.  The  rclationshi 
of  these  figures  to  Cycladic  sculpture  is  general] 
acknowledged. 

The  arts  of  Ancient  Palestine  are  represented  b 
pottery  from  the  Early  Bronze  Age  to  the  Roma 
Period.  A  selection  of  typical  shapes  has  been  acquire 
to  illustrate  not  only  local  design  but  the  wor 
imitative  of  material  of  Cypriot  and  Aegean  origii  ir 
From  the  beginning  of  the  Christian  era  are  tw 
limestone  ossuaries  with  geometric  decoration  wliic 
help  to  suggest  some  of  the  other  arts  of  this  gex 
graphical  area.  In  a  museum  which  tries  to  survey  tl 
history  of  man's  artistic  production,  even  objects 
humble  as  these  help  to  increase  our  knowledge  < 
human  endeavour. 

From  ancient  Iran  the  Institute  of  Arts  is  tortuna 
to  have  examples  from  the  Elamite,  Achemenian  ar 
Sasanian  periods  as  well  as  representations  of  the  craf 
of  North-west  Iran.  The  most  important  of  these  is  1 
stone  relief  (No.  7)  from  one  of  the  palaces  of  Pe 


7.  Servant  Ascending 
a  Stairway. 

Persian,  Achacmcnid, 
5th-4th  Century  bc. 
Ht.  21  £  inches, 
Wth.  u|  inches. 
From  one  of  the 
palaces  at  Pcrsepolis, 
this  relief  serves  to 
illustrate  the  quality 
of  relief  sculpture 
under  the 

Achacmenid  Dynasty. 


s.  Two  decorated  Cups. 
Persian,  Tepe  Sialk, 
Period  III, 
3500-3000  BC. 
Ht.,  left,  5  J  inches, 
Ht.,  right,  7  inches. 
1  Detroit  has  a  number 
of  examples  of  early 
decorated  pottery 
from  various  areas. 
These  two  pieces 
v  ere  among  the 
earliest  acquisitions' 
in  the  growth  of  the 
Ancient  Near  Eastern 
collection. 


g.  Alabaster  Stela. 
South  Arabian, 
I st-2nd  Century  AD. 
Ht.  1 5 1  inches, 
Wth.  7§  inches. 
This  Stela  was  the  , 
result  of  support  given 
by  K.  T.  Keller, 
a  local  automotive 
executive  to  the  work 
of  Wendell  Phillips 
and  his  excavations. 


sepolis. 11  Small  in  size,  it  depicts  a  servant  or  tribute 
bearer.  The  object  which  he  holds  has  been  identified 
as  a  wine-skin,  but  a  closer  inspection  reveals  that  the 
artist  was  probably  trying  to  describe  a  covered  tray 
loaded  with  food  or  other  material.  The  sensitive 
carving  of  the  details  in  this  relief  can  only  suggest  the 
richness  of  decoration  which  embellished  the  walls  at 


Persepolis.  The  rosettes  above  Ins  head  help  to 
identify  this  fragment  as  having  come  from  a  stairway; 
if  it  were  more  complete  the  figure  could  have  been 
plainly  seen  to  be  walking  up  stairs.  The  decorative 
qualities  of  this  relief  can  be  compared  to  a  fine  piece 
of  the  Sasanian  period,  also  in  the  collection.  A  small 
silver-gilt  bowl  (No.  io),  embellished  with  animal  and 
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io.  Siluer  Bowl. 
Persian,  Sasanian, 
6th-7th  Century  BC. 
Dm.  5 j}  inches. 
One  of  the  gems  of 
the  collections  of  the 
museum,  this  modest 
silver  bowl 
represents  the 
decorative  qualities  of 
Sasanian  art  and  craft. 


ii.  Silver  Helmet. 
From  the 
Danube  Region. 
Ht.  9i  inches. 
One  of  several 
examples  of  ancient 
armour  in  Detroit, 
this  helmet  has  been 
the  object  of  much 
study  and  discussion. 
A  similar  piece  was 
i-xhibited  in  the 
exhibition 
Tresors  de  I' art  ancien 
en  Roumanie, 
Paris,  Petit  Palais, 
1970. 


plant  forms,  serves  to  suggest  the  richness  of  the  Persian 
Empire  immediately  before  the  Islamic  conquest. 12 
The  symbolism  of  the  ram  in  such  a  decorative  context 
has  been  disputed  but  its  connection  with  ideas  of 
royalty  or  kingship  are  clear.  The  fine  craftsmanship  of 
metalworkers  in  the  Sasanian  period  is  very  well 
exemplified  by  this  superb  object. 

The  bronzes  of  Luristan  came  to  the  attention  of 
western  scholars  at  the  end  of  the  1920s.  The  first  four 
objects  of  this  type  acquired  by  the  museum  were 
bought  in  1930. n  At  a  time  when  the  authenticity  of 
all  bronze  objects  from  Luristan  was  doubted,  it  was 
somewhat  courageous  of  the  curator  in  charge  to 
make  such  a  purchase.  Since  then  a  number  of  additions 
by  gift  and  purchases  have  increased  the  collection  of 
bronzes  from  North-west  Iran  to  include  a  good  range 
of  weapons,  tools,  ornaments  and  horse  trappings. 

In  addition  to  the  material  collected  fiom  Mesopo- 
tamia, Iran,  Anatolia  and  Palestine,  there  arc  a  few 
objects  which  fall  outside  these  areas  but  are  still 
included  in  the  galleries  of  Ancient  Near  Eastern  Art. 
One  of  these  is  an  alabaster  stele  from  South  Arabia,14 
another  a  silver  helmet  found  in  the  Iron  Gates  region 
of  the  Danube.15  This  beautiful  object  (No.  10)  adds  a 
dimension  to  the  collection  of  armour  in  the  Institute  of 
Arts  and  at  the  same  time,  represents  a  style  and  type 
of  art  not  present  in  the  collections  of  many  museums. 
Dating  from  the  latter  part  of  the  fourth  century,  it  has 
been  identified  as  Scythian,  Thraco-Scythian  and 
Thraco-Getian.  The  decoration  of  this  helmet,  with 
images  of  wild  birds  which  clutch  their  prey,  goat-like 
animals  and  eyes  and  cars  near  the  position  which  those 
of  the  wearer  would  occupy,  suggests  the  art  of  a 
people  like  the  Scythians,  to  be  sure.  As  this  piece  is 
related  to  a  number  of  other  similar  objects  found  in 
the  same  region,  it  is  possible  that  it  was  the  product  of 
a  local  craftsman  influenced  by  design  ideas  brought  in 
from  the  East.  In  any  case  it  is  a  marvellous  example  of 
the  craft  of  the  ancient  armourer  working,  in  this 
instance,  in  a  precious  metal  on  an  object  intended  for 
show  rather  than  real  protection.  In  a  museum  which 
has  a  fine  collection  of  later  European  armour  this 
helmet  takes  its  place  with  Greek,  Etruscan  and 
Roman  examples  to  suggest  the  early  traditions  of 
the  craft. 

From  the  early  beginnings  of  the  collections  the  arts 
of  the  Ancient  Near  East  were  considered  necessary  to 
illustrate  the  start  of  the  artistic  inclinations  of  man- 
kind. In  a  museum  such  as  the  Detroit  Institute  of  Arts 
it  is  only  fitting  that  there  is  some  representation  of  the 
arts  from  Sumer  to  South  Arabia. 


NOTES 

1.  Acc.  No.  50.32.  Limestone.  Comprised  of  two  slabs,  one 
of  which  is  divided  by  a  slightly  oblique  break. 
Height  4  feet,  width  7  feet  6  inches.  Gift  of  the  Ralph 
Harman  Booth  Fund ,  1950. 

2.  Austen  Henry  Layard,  Nineveh  and  its  Remains,  London, 
1849,  Vol.  1,  pp.  60,  379. 

3.  Acc.  No.  47.181.  Alabastrine  limestone.  Height  39^  inches, 
width  22J  inches.  Gift  of  Mr.  and  Mrs.  Leslie  H.  Green. 

4.  John  B.  Sterns,  Reliefs  from  the  Palace  of  Ashurnasirpal  II, 
Graz  1 961,  pp.  82,  88,  90,  Plate  No.  86. 

5.  Acc.  No.  44.81.  Gypseous  Alabaster.  Height  17J  inches, 
width  io|  inches.  Gift  of  Mrs.  Lillian  Henkel  Haass. 

6.  Acc.  No.  21.25.  Glazed  Tile.  Height  45  A  inches,  width 
65  J  inches.  Purchased  from  the  Berlin  Museum.  Gift  qj  the 
Founders  Society  Detroit  Institute  of  Arts. 

7.  Bulletin  oj  the  Detroit  Institute  of  Arts,  Vol.  12,  No.  7, 
April  [931. 

8.  Robert  Koldewey.  Das  Ischtar-Tor  in  Babylon, 
Leipzig,  191 8,  Tafel  19. 

9.  Acc.  No.  25.66.  Stone.  Height  zh  inches. 
City  Purchase. 

10.  Acc.  No.  49.20  Stone.  Height  2%  inches,  diameter 

4J  inches.  Gift  oj  the  Founders  Society,  William  H.  Murphy 
Fund. 

1 1.  Acc.  No.  3 1.340.  Limestone.  Height  21 1  inches,  width 
1 1  i  inches.  Gift  of  Mrs.  Lillian  Henkel  Haass. 

12.  Acc.  No.  62.266.  Silver-gilt.  Height  ij  inches, 
diameter  58  inches.  Founders  Society  Purchase, 
the  Sarah  Bacon  Hill  Fund.  • 

A  complete  study  of  this  piece  has  been  made  by 

Elsie  H.  Peck  in  'A  Sasanian  Silver  Bowl', 

Bulletin  of  the  Detroit  Institute  of  Arts,  Vol  47,  No.  2 ;  1968. 

13.  Sec:  Mehmct  Aga-Oglu,  'Old  Pottery  and  Bronzes  from 
Persia',  Bulletin  of  the  Detroit  Institute  of  Arts,  Vol.  XII, 
No.  7;  April  1931,  pp.  81-86. 

14.  Acc.  No.  51.293.  Alabaster.  Height  I2jj  inches, 
width  7I  inches.  Gift  ofK.  T.  Keller  who  had  received  it 
from  Wendell  Phillips  oj  the  American  Foundation  for  the 

Study  of  Man. 

15.  Acc.  No.  56.18.  Silver.  Height  9J  inches,  width  j\  inches. 
Founders  Society  Purchases.  Gift  of  the  Sarah  Bacon  Hilt  Fund. 
This  piece  has  been  studied  and  published  by  Dr.  Bernard 
Goldman  of  Wayne  State  University,  Detroit,  in  the 
Bulletin  of  the  Detroit  Institute  of  Arts,  Vol.  42;  No.  4,  1963, 
pp.  63-71 ;  and  IPEK,Jahrhuch  fur  Prahistorische  & 
Ethnographische  Kunst,  Berlin,  1969;  Band  22,  pp.  67-76, 
ills. 


209 


Japonisme  in 

French  Ceramic  Decoration 


Part  i:  the  pieces  for  E.  Rousseau,  Paris 
Gabriel  P.  Weisberg 


I.  FELIX 

BHACQUEMOND 

and 

EUGENE  ROUSSEAU. 

Pheasant  Plate, 

c.  1866-67. 

The  Mtisee  Adrien 

Dtibouche,  Limoges. 


Following  the  popular  success  of  the  Bracquemond- 
Rousseau  ceramic  table  service  in  the  late  1860s, 
decorators  continually  used  motifs  adapted  from 
Japanese  prints  (No.  i).1  Among  those  who  helped 
promote  Japonisme  in  French  ceramic  decoration  from 
1865  to  1900  were  Eugene  Rousseau  (1 827-1 891), 
Camille  Morcau  (1 840-1 897)  and  Albert  Dammouse 
(1 848-1926).  Eugene  Rousseau  also  emerged  as  a 
leading  sponsor  of  Japonisme  table  services  in  the  1870s, 
created  by  ceramists  working  through  his  Parisian 
shop.2  These  artists  were  strongly  influenced  by  the 
motifs  Bracqucmond  had  used  in  his  earlier  service, 
frequently  returning  to  his  source:  the  Mangwa  of 
Hokusai.  By  the  late  1880s,  when  Japonisme  was  well 
established,  the  Mangwa  was  seen  as  a  major  source 
book  for  the  industrial  arts  for  it  was  '.  .  .  a  whole 
world'  that  stood  revealed  in  these  pages.3  In  this  article, 
and  the  one  to  follow,  the  reliance  upon  the  Mangwa 
and  the  popularity  of  Japanese-inspired  ceramic 
services  will  be  examined. 
Japonisme,  the  name  associated  with  the  Japanese 


mania  in  France,  was  at  first  seized  upon  as  a  fad,  a  f 
cultural  phenomenon  which  attracted  the  curious  as  J] 
much  for.  the  'exoticism'  of  its  forms  as  for  the  novelty  [1 
of  its  spirit.  Writing  in  1888,  S.  Bing,  a  strong  advocate  11 
of  Japanese  art  in  France,  noted  that  'It  will  not  suffice,  1 
however,  merely  to  borrow  the  designs  of  these  models  J I 
[the  Japanese] ;  they  must  be  thoroughly  analysed  and 
studied,  with  a  view  to  arriving  at  their  original 
conception'.4  Since  Bing's  statements  appeared  during 
the  mature  phase  of  Japonisme,  he  was  clearly  able  to 
see  how  Japanese  art  should  help  France.  He  continued: 

For  whilst  strict  limits  liave  been  placed  by  the  rigorous 
laws  which  we  call  our  'styles',  to  the  bounds  within 
which  our  imagination  has  been  permitted  to  wander, 
and  whilst  our  industrial  arts  have  in  consequence 
assumed  a  stiff  and  conventional  character  destructive  to 
the  boldness  oj  originality ,  Japan  appears  to  have 
indulged  in  freedom Jrom  and  laxity  oj  rules  and 
method.5 

While  Bing  wanted  a  deep  assimilation  of  Japanese  art, 
the  Japonisme  decorators,  working  in  the  1870s,  had 
only  superficially  understood  their  sources.  Many 
decorators  had  turned  to  the  Japanese  style  because  it 
was  popular  to  do  so  rather  than  only  for  aesthetic 
reasons.  The  involvement  with  ukiyo-e  prints  was 
also  reinforced  by  French  romanticism  and  realism. 
In  fact,  it  was  the  growing  fascination  with  the 
external  world  that  probably  attracted  French  decora- 
tors to  use  fish,  birds  and  crabs  in  their  designs.  The 
interest  in  lowly  animals,  as  part  of  the  romantic- 
realist  aesthetic,  led  French  decorators  to  the  Japanese 
prints.  On  another  level,  the  art  of  Japan  coincided 
with  a  romantic  quest  for  irregularity  and  asymmetry 
in  design,  a  point  first  noted  by  the  Japoniste  and  art 
critic,  Philippe  Burty,  in  1868,  when  he  wrote: 

The  principles  which  are  revealed  are  very  curious. 
In  composition  it  [Japanese~\  art  avoids  the  symmetry  oj 
parallels,  always  playing  with  odd  quantities,  three, 

jive,  seven,  as  we  proceed  on  the  contrary  by  two, 

four,  eight.6 

According  to  Burty,  the  Japanese  tried  to  eliminate 
stiffness  or  artificiality  from  their  art  by  \  .  .  breaking 
the  rigidity  of  the  straight  line,  more  through  a 
combination  of  angles,  than  through  curves'.7  These 
concepts  must  have  affected  the  Japonisme  decorators  in 
their  quest  for  the  creation  of  a  style  which  was  both 
popular  and  based  upon  roots  from  the  French  past. 

Despite  S.  Bing's  fervent  call  for  a  more  penetrating 
use  of  Japanese  sources,  French  artists  had  been  employ- 
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ng  Japanese  designs  since  the  1860s.  During  their 
ormative  phase,  craftsmen  were  aided  by  the  creation 
the  Union  Centrale  des  Beaux-Arts  appliques  a 
Industrie  which  held  frequent  expositions.  It  was  a 
latter  of  national  pride  that  French  industrial  decora- 
>rs  should  be  as  prolific  and  contemporary  as  their 
titors  in  England,  who  were  also  creating  a 
milar  Japanese  style  in  jewellery  and  ceramics.8 
erhaps,  with  the  hindsight  of  writing  in  1888,  S.  Bing 
d  the  opportunity  to  call  for  broader  changes,  while 
obably  disillusioned  by  the  work  French  decorators 
d  produced  in  the  Japanese  mode  in  the  1870s.9 
At  first,  artists  and  critics  had  been  hopeful  that 
xinese  art  could  provide  a  new  stimulus  for  creativity, 
hilippe  Burty  had  written  in  La  Republique  Frangaise, 
75,  that  in  France  'Nos  arts,  nos  industries,  nos 
usees  publics,  nos  collections  privees,  dont  l'import- 
nce  et  le  choix  ont  toujours  etc  cites  en  Europe 
puis  le  milieux  de  dix-huitiemc  siecle,  ont  done  tout 
gagner  en  entrant  en  etroitc  communion  avee 
.xtreme-  Orient'.10  Burty  also  had  responded  to  the 
ped-for  revitalisation  of  decorative  art  by  noting  that 
signers  '.  .  .  devront  au  Japon  un  retour  libre  vers  la 
ture  anime'e  et  les  arrangements  ingenieux. 1 1 
In  the  1860s,  as  the  innovations  of  the  Bracqucmond- 
ousscau  service  were  studied  (No.  1),  artists  were  not 
ntent  to  use  only  mythological-classical  scenes  for 
ecoration.  In  order  to  understand  how  Japanese- 
;pired  designs  were  used  in  French  ceramic  decoration 
ter  1866-67,  ^  will  be  appropriate  to  establish 
tegories  corresponding  to  thematic-stylistic  periods, 
le  Bracquemond-Rousscau  service  is  representative 
the  first  stage  of  ceramic  Japonisme  wherein  an  artist 
opied  animal  and  plant  images  directly.  During  the 
70s,  the  decorators  frequently  used  imaginative 
Jour  although  exact  borrowings  from  Japanese  art 
ere  still  present.  As  the  fashion  for  Japonisme  ceramics 
ecame  a  veritable  mania,  especially  in  the  1880s,  S. 
«ig  believed  decorators  to  have  done  degrading 
nitations  of  Japanese  art.12  Obviously,  from  the 
tists  Bing  himself  supported,  he  was  a  purist  in  his 
ste  for  ceramics  and  favoured  only  creators  who 
derstood  the  simplicity  of  Japanese  form  and  the 
Ifferent  experiments  carried  out  with  glazes.  In  1888, 
called  for  artists  to  start  again,  'with  matured 
:perience\  to  study  the  art  of  Japan,  turning  from 
linted  decoration  in  imitation  of  the  ukiyo-e  prints  to 
e  purer  abstract  qualities  inherent  in  Japanese 
tramics.  Perhaps  Bing  was  correct  in  calling  for  a 
nrwed  examination  of  Japanese  art,  but  he  also  might 
we  been  too  critical  of  what  decorators  had  attempt- 


ed to  do.  Without  first  borrowing  motifs*  and  gradually 
modifying  them  according  to  popular  taste  and 
personal  preference,  a  second  phase  of  Japonisme  could 
not  have  taken  place  in  the  art  nouveau  period  of  the 
1890s. 

Through  the  work  produced  for  Eugene  Rousseau, 
and  later  examples  by  Camille  Moreau  and  Albert 
Dammouse,  the  first  phase  of  Japonisme  in  ceramic 
design  will  be  studied.  There  were  other  decorators, 
especially  Felix  Bracqucmond,  who  reflected  the 
Japanese  interest,  but  these  three  designers  will  suffice 
and  epitomise  many  others  working  in  the  same  vein. 
The  art  works,  as  noted,  arc  frequently  popular  table 
services  attesting  to  the  widespread  social  involvement 
with  Japonisme.  This  preoccupation  with  anything 
exotic  probably  reflected  qualities  of  social  prestige  and 
acquisition,  with  the  selection  of  Japanese-inspired 
ceramics  assuming  a  high  position  of  status  and  fadism. 

The  first  artist  to  draw  our  attention  is  Eugene 
Rousseau  whose  Parisian  store  sold  table  services  and 
whose  commissions  were  given  to  Felix  Bracqucmond 
and  Henri  Lambert  (1831-1909).  By  1871,  Lambert, 
who  later  worked  at  the  Sevres  manufactory,  decor- 
ated table  services  with  fish,  birds  and  roosters  derived 
from  Japanese  sources.13  One  of  Lambert's  plates, 
with  the  Rousseau  trademark  on  the  back,  is  now  in 
the  collection  of  the  Musee  Adrien  Dubouche, 
Limoges  (No.  2). 14  Some  of  the  pieces  sold  through 
Rousseau's  firm,  in  the  Japanese  style,  were  shown  at 
the  Union  Centrale  exhibition  of  1874,  a  hey  exposi- 
tion for  the  propagation  of  Japonisme,  and  possibly  this 
plate  could  have  been  included.15  The  image  can  be 
traced  back  to  a  rooster  in  a  page  from  the  Mangwa  of 
Hokusai  (No.  3)  except  that  the  bird  is  freely  adapted, 


2.  HENRI  LAMBERT 
and 

EUGENE  ROUSSEAU. 

Rooster  Plate, 
c.  i87o's. 
The  Musee  Adrien 
Dubouche,  Limoges. 
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3.  hokl'SAI.  Page  of  birds  front  the  'Mangwa'. 
The  Prints  Division,  New  York  Public  Library. 

not  slavishly  copied,  as  was  the  case  with  the  earlier 
Bracquemond-Rousseau  service.  A  second  ceramic 
(No.  4),  also  bearing  the  mark  of  E.  Rousseau  and  that 
of  the  manufactory  of  Leboueuf  and  Milliet,  suggests 
further  aspects  of  the  Japanese  style.  Here  a  flowering 
branch  dips  asymmetrically  into  a  pool  of  water. 16 
Perhaps  the  designer  (who  remains  unknown)  was 
using  easily  recognisable  reminders  of  Japan,  namely 
the  flowering  branch,  in  order  to  create  a  visual  image 
that  would  immediately  suggest  the  Far  East  to  an 
observer.  The  choice  of  image  suggests  the  develop- 
ment of  a  visual  cliche  which  would  befit  ceramic 
pieces  used  in  the  popularization  of  Japonisme.  A  third 
dish  (No.  5)  carries  the  fashion  further,  as  the  reliance 
upon  an  asymmetrical  decoration  becomes  a  hallmark 
of  the  French  Japanese  style.17  In  this  work,  the  head 
of  a  fish  has  been  severed  by  the  edge  of  the  plate,  as 
the  remainder  of  the  decoration  with  three  shrimps  is 
freely  brushed  in.  With  this  type  of  decoration,  the 
plate  seems  theoretically  close  to  Impressionist  paint- 
ings where  figures  were  cut  off  by  the  edge  of  the 
canvas.  Thus  these  pieces  demonstrate  how  the 
Japanese  style  was  developed  by  decorators  working 
through  Rousseau's  shop.  They  helped  popularise  an 
iconic  vocabulary  which  would  influence  other 
decorators  to  use  similar  animals,  birds  and  flowers 
from  the  ukiyo-c  prints. 

Following  his  success  in  the  ceramic  field,  Eugene 
Rousseau  created  glassware.  Rousseau's  pieces,  with 
richly  variegated  colours  and  designs,  were  first 
shown  at  the  Paris  Fair  of  1878  and  added  immeasur- 
ably to  his  reputation.18  Glass  by  Rousseau  is  found  in 
the  collection  of  the  Musee  des  Arts  Dccoratifs,  Paris, 


where  one  example,  a  'Bamboo  Vase'  (No.  6),  was 
purchased  from  the  artist  in  1878. 19  This  work 
emphasises  unusual  shapes  and  reliance  upon  plant 
decorations  still  suggestive  of  Japonisme. 

In  the  work  and  commissions  of  Eugene  Rousseau. 
Japonisme  as  a  popular  taste  in  ceramic  decoration  was 
well  established  in  France.  It  remained  for  other 
decorators  to  continue  this  craze  throudi  imitations  of 
Japanese  motifs.  In  the  process  many  table  services 
were  developed  based  upon  the  early  innovations  of 
Felix  Bracquemond  and  the  firm  of  E.  Rousseau,  Paris. 


4.  MODELE  E. 
ROUSSEAU. 

Paris. 

'Japonisme'  Plate, 
c.  1 870s. 

The  Musee  Adrien 
Duboudie,  Limoges. 
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EUGENE  ROUSSEAU. 

Bamboo  Vase, 
c.  1870's, 
The  Musee  des  Arts 
Decoratifs,  Paris. 


i.  MODELE  E. 
IOUSSEAU, 

-•aris. 

Japonisme'  Plate, 
'.  1870's. 

Tlie  Musee  Adrien 
Dubouche,  Limoges. 


NOTES 

1.  Research  on  this  article  has  been  generously  supported  by  a 
grant  from  the  American  Philosophical  Society.  Special 
assistance  was  provided  by  the  staff  of  the  Musee  Adrien 
Dubouchc  and  M.Jean  d'Albis  of  Haviland  and  Company, 
Limoges.  For  information  on  the  Bracqucmond-Rousseau 
service  see  Gabriel  P.  Weisberg,  'Felix  Bracquemond  and 
Japanese  Influence  in  Ceramic  Decoration',  The  Art 
Bulletin,  September,  1969,  pp.  277-280  and  'Felix 
Bracquemond  and  Japonisme',  The  Art  Quarterly, 
Spring,  1969,  pp.  56-68.  In  the  present  articles  attention 
will  focus  upon  ceramic  decorators  (those  applying 
designs  to  faience  or  porcelain)  rather  than  on 
artist-potters,  many  of  whom  invented  new  shapes  and 
worked  on  new  colours  for  glazes. 

2.  Eugene  Rousseau  apparently  was  the  sponsor  of  the 
Bracquemond-Rousseau  servii  e  in  1 866-67.  It  is  now 
believed  that  Rousseau  edited  designs  given  to  him  by 
artists  on  commission.  He  seems  to  have  created  a 
trademark  for  the  services  done  for  him,  at  a 
manufactory  near  Paris,  allowing  them  to  be  sold  only 
through  his  shop  on  Rue  Coquilliere,  Paris.  See  Di  Heuser 
&  Co.,  Miscellanea  2,  Hamburg,  April,  1970,  number  1  | 


3.  Ary  Renan,  'I  lokusai's  Manama' ,  Artistic  japan,  Mo.  9, 
1889,  p.  99. 

4.  S.  Bing,  'Programme',  Artistic  Japan,  No.  i.Junc,  1888, 
P-5- 

5.  Ibid.,  pp.  5-6. 

6.  Philippe  Burty,  Les  Emaux  cloisonne's  tmcien .  et  modeme  , 
Paris,  1868,  p.  71.  Translated  by  the  author. 

7.  Ibid. 

8.  Elizabeth  Aslin,  7  he  Aesthetic  Movement,  Prelude  to  Art 
Nouveau,  London  and  New  York,  1969,  pp.  79-96. 
The  English  interest  in  the  Japanese  taste  was  quite 
widespread.  Aslin  writes:  'Probably  the  most  attractive 
form  of  Japanese  design  and  one  that  was  well  within  the 
reach  of  the  general  public  was  that  for  pottery  and 
porcelain  .  .  .  The  keynote  of  all  these  designs  was  an 
asymmetrical  arrangement  of  fans,  birds,  sunflowers,  and 
almost  anything  remotely  oriental,  within  the  framework 
of  the  circular  plate'.  The  French  followed  this  format  and 
may  have  used  a  more  varied  vocabulary  in  choice  of 
animals. 

9.  Bing  could  have  been  disillusioned  by  a  wide  vulgarization 
of  Japonisme  in  the  1880s.  A  similar  mania  affected 
England  during  the  same  decade.  See  Elizabeth  Aslm, 

op.  cit.,  pp.79  and  81. 

10.  Philippe  Burty,  'Le  Roman  japonais',  La  Republique 
Francaise,  August  13,  1875. 

1 1 .  Philippe  Burty,  La  Republique  Francaise,  October  8,  1879. 

12.  Bing  never  pointed  out  what  artists  he  had  in  mind. 
Perhaps,  again,  he  was  upset  by  popular  vulgarization  of 
Japonisme.  See  S.  Bing,  'Programme',  Artistic  Japan, 
No.  1,  June,  1888,  p. 3. 

13.  For  further  information  on  Rousseau's  interest  in  Japanese 
art  sec  'Necrologie  -  Eugene  Rousseau,  ceramistc  et 
verrier',  Revue  des  Arts  DecoratiJ's,  Vol.  1 1,  1890-91, 

pp. 86-92.  In  a  letter  to  the  author  from  M.  Jean  d'Albis  of 
Haviland  and  Company,  Limoges  (February  17,  1971), 
it  was  noted  that  Lambert  provided  decoration  for 
Haviland  and  Company  at  Auteuil  from  1876  until  1882. 
He  worked  in  an  Impressionist  style,  recalling  the 
manner  of  Fantin-Latour  in  his  flower  compositions. 
For  further  information  see  Chavagnac  and  Grollier, 
Les  Manufactures  Francaise  de  Porceiaine,  Paris,  1906, 
p. 332;  Lechevallicr  -  Chevignard,  G.,  La  Manufacture  de  la 
Porceiaine  de  Sevres,  Paris,  1908,  2e  partie,  p.'4. 
This  plate  is  number  4924  in  the  collection  of  Adrien 
Dubouchc.  This  piece  is  recorded  as  first  entering  the 
museum  on  June  20,  1879  at  the  price  of  18  francs. 
While  this  plate  entered  Adrien  Dubouchc  in  1879,  it 
still  might  have  been  produced  earlier.  See  Union  Centrale 
des  Beaux-Arts  appliques  a  l'lndustrie,  quatrieme 
exposition,  Catalogue  des  ocuvres  et  des  produits  modemes, 
Paris,  1874,  p. 104,  number  167.  Rousseau  exhibited  table 
services  and  vases  inspired  by  Japan.  Rousseau's  firm 
received  a  medal  at  the  London  decorative  art  exhibition 
of  1 87 1  and  a 'diplome  de  incrite'  at  Vienna  in  1873. 

16.  This  plate  is  numbered  4927  in  the  collection  of  Adrien 

1  )ubouche.  It  is  also  recorded  as  entering  the  museum  on 
June  20,  1 879  at  the  price  of  1 8  francs.  It  carries  no  mark 
for  a  decorator.  As  is  the  case  with  many  of  Rousseau's 
pieces,  they  were  fired  at  the  manufactory  of  Leboeuf  and 
Milliet  who  also  fired  the  Bracquemond-Rousseau  service 
in  1866-67.  It  is  possible  that  this  piece  was  produced  as 
early  as  1870  since  the  Musee  Adrien  Dubouchc  has 
placed  it  in  a  vitrine  marked  'vers  1870'. 

17.  This  plate  is  recorded  as  number  4930  in  the  collection 
of  Adrien  Dubouchc.  It  is  noted  as  entering  the  museum 
on  June  20, 1879  at  the  price  of  18  francs. 

18.  See  'Necrologie,  Eugene  Rousseau,  ceramistc  et  vcr  ier', 
Revue  des  Arts  Decoratifs,  Vol.  II,  1890-91,  p. 89. 
Rousseau  had  other  artisans  working  for  him  onci  .ie 
turned  to  glass-making. 

19.  This  piece  is  listed  as  number  A  16  in  the  museum  register. 
It  was  purchased  from  Rousseau  on  August  27,  1878. 

For  a  reproduction  of  this  vase  see  'La  Verriere  Francaise', 
Gazette  des  Beaux-Arts ,  1927,  Vol.  I,  p.  56. 
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The  A  merican  way  with  Art 

Joseph  T.  Butler 


I.  VlNCENZO  SCAMOZZI. 

Street  Perspective  in  Teatro  Olimpico, 
pen  and  ink,  c.  1584. 
Trustees  of  the  Chatsworth  Settlement, 
Devonshire  Collection,  Chatsworth. 


Italian  Renaissance  Festival  Designs 

The  Elvehjeni  Art  Centre  of  the  University  ol 
Wisconsin-Madison  recently  organised  a  superb 
show  of  Renaissance  festival  and  theatre  designs  in 
connection  with  a  Renaissance  'festival'.  The 
exhibition,  which  covered  theatre  architecture, 
stage  costume,  and  festival  design  in  Italy 
between  1480  and  1620,  was  a  first  of  its  kind. 
Because  no  costumes  or  stage  sets  of  the  period 
remain  and  only  one  theatre  building,  the 
Teatro  Olimpico  in  Vicenza,  the  exhibition 
contained  40  drawings,  prints  and  16  books  of  the 
period,  from  collections  in  Italy,  England  and  the 
United  States.  There  was  also  a  reconstruction  of 
a  1496  stage  set  for  'Paradise'  designed  by 
Leonardo  da  Vinci  and  given  to  the  UW- 
Madison  by  IBM. 

'We  are  pleased  to  have  the  interest  and  co- 
operation of  many  major  museums  and  important 
private  collectors',  said  Arthur  R.  Blumenthal, 
curator  of  the  Elvehjem  Art  Centre,  who 
organised  the  exhibition  and  has  written  an 
illustrated  catalogue.  Collector  and  'cellist  Janos 
Scholtz  loaned  three  costume  drawings  made  for 
the  opening  of  the  Teatro  Olimpico  in  Vicenza 
in  1585  and  stage  designer  Donald  Oenslager 
loaned  eight  Renaissance  drawings  and  two 
festival  books  from  his  private  collection. 

Other  lenders  to  the  exhibition  were  the  Royal 
Institute  of  British  Architects,  represented  by 
three  rare  drawings  by  Andrea  Palladio,  who 
designed  the  Teatro  Olimpico  in  1585.  The  Met- 
ropolitan and  Cooper-Hewitt  Museums  loaned 
prints  by  Jacques  Callot  executed  for  various 
festivals  in  Florence  between  1616  and  1620. 
From  the  Metropolitan  also  was  a  scene  of  1 501 
by  Andrea  Mantegna. 

The  Devonshire  Collection  at  Chatsworth,  the 
Cleveland  Museum,  and  the  Pierpont  Morgan 
Library  loaned  many  drawings  among  which  are 
examples  by  Bernardo  Buontalcnti  and  his 
student  Giulio  Parigi.  From  the  Art  Institute  of 
Chicago  was  an  early  engraving  (c.  1480)  of  the 
Triumph  of  Love  by  an  anonymous  artist  that 
depicts  the  type  of  chariot  used  for  street  proces- 
sions during  the  Renaissance  in  Italy.  There  were 
also  several  drawings  of  costumes,  perspective 
drawings,  and  designs  for  the  'Intermezzi',  which 
were  musical  interludes  for  plays  performed 
during  the  Renaissance  and  from  which  opera  as 
we  know  it  derives.  The  'festival'  included 
musical  performances  and  lectures  which  related 
to  the  period  of  the  exhibition. 


2.  Giovanni  B.  Maganza  the  elder. 

Costumes  of  Edipo :  King  Oedipus  on  Horseback 

with  Attendants, 

pen,  ink  and  chalk,  1585. 

Janos  Sholtz. 
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IAMBATT1STA  ALBANESE. 

e  -  Front  of  the  Teatro  Olimpico,  I  'icenza, 
,  ink  and  wash,  1580. 
yal  Institute  of  British  Architects, 
Burlington-Devonshire  Collection,  London. 
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6.  Primordial  Couple, 
Dogon,  wood. 
Lester  Wunderman. 


7.  Antelope  Mash, 
Dogon,  wood. 
Lester  Wunderman. 


African  Art  of  the  Dogon: 

The  Lester  Wunderman  Collection 

Continuing  its  tradition  of  interest  in  African  art 
dating  back  to  1922  when  it  mounted  the  first 
African  art  exhibition  in  America,  The  Brooklyn 
Museum  recently  exhibited  the  finest  and  most 
comprehensive  collection  of  Dogon  sculpture  in 
private  hands,  African  Art  of  the  Dogon:  The 
Lester  Wunderman  Collection'.  This  landmark 
exhibition  was  comprised  of  more  than  100 
sculptures  in  wood,  iron,  brass,  copper,  and  terra- 
cotta. In  a  move  away  from  the  'masterpiece' 
show  which  primarily  emphasizes  fine  objects 
removed  from  their  cultural  context,  African  Art 
of  the  Dogon  provided  an  in-depth  study  of  the 
Dogon  people,  their  life,  their  art  and  their 
culture.  The  exhibition  was  enriched  by_  fhe 
outstanding  visual  contribution  of  Eliot  Elisofon, 
internationally  known  photographer  and  Af- 
ricanist,  whose  photographs,  slides  and  films, 
along  with  costumes,  textiles  and  indigenous 
music  placed  the  art  of  the  Dogon  in  its  total 
context. 

The  art  of  the  Dogon  people,  who  dwell  in 
fortress-like  villages  near  the  great  bend  of  the 
Niger  in  Mali,  can  hardly  be  called  primitive. 
Their  unique  symbolic  sculpture  shares  visual 
similarities  with  the  works  of  Picasso,  Braque, 
Modigliani  and  Giacometti,  and  is  an  integral 
part  of  their  culture,  reflecting,  their  beliefs 
about  the  creation  of  the  world  and  the  origin  of 
man.  A  powerfully  modelled  wood  carving  of 
the  Primordial  Couple  represents  the  twins  born 
of  the  first  perfect  union  between  god  and  earth, 
symbolizing  their  belief  in  the  reciprocity  of  male 
and  female,  man  and  nature,  young  and  old,  the 
living  and  those  who  have  lived  before.  The 
delicately  elongated  ritual  irons,  reminiscent  of 
Etruscan  bronzes,  are  forged  by  a  Dogon  smith 
who  is  believed  to  have  descended  directly  from 
his  remote  ancestor  who  learned  the  secret  of 
ironmaking  from  the  gods.  A  ritual  mask  is 
perceived  as  a  moving  sculpture.  Placed  in  the 
context  of  Dogon  belief,  these  sculptures  take  on 
their  true  relevance  and  significance. 

To  display  the  works  of  the  Dogon  in  their 
natural  context,  The  Brooklyn  Museum  created 
an  environment  from  photographs  and  films. 
Explanatory  texts,  costumes,  and  films  of  Dogon 
life  and  ritual  served  to  further  broaden  the 
scope  of  the  exhibition.  Unlike  most  collectors  of 
African  art,  Lester  Wunderman  has  acquired  a 
first  hand  knowledge  of  the  Dogon  people  and 
their  culture.  President  of  a  major  advertising 
firm,  Wunderman  began  his  collection  some 
15  years  ago  and  became  so  involved  in  the 
Dogon  culture  that  he  travelled  to  Africa  to 
discover  at  first  hand  the  creators  of  the  works  he 
had  so  lovingly  collected.  He  had  documented 
the  Dogon  people  in  photographs  and  films 
which  he  is  now  processing  for  educational  use. 

An  excellent  fully  illustrated  catalogue  African 
Art  of  the  Dogon:  The  Myths  of  the  Cliff  Dwellers 
by  Jean  Laude  has  been  published.  Upon  conclu- 
sion of  The  Brooklyn  Museum  showing,  the 
exhibition  will  be  circulated  by  International 
Exhibitions  Foundation  during  1973-74  to  the 
Boston  Museum  of  Fine  Arts;  New  Orleans 
Museum  of  Art;  William  Rockhill  Nelson 
Gallery  of  Art,  Kansas  City,  Missouri;  The 
Toledo  Museum  of  Art;  Museum  of  Fine  Arts, 
Houston,  Texas;  Dallas  Museum  of  Fine  Arts; 
Detroit  Institute  of  Arts ;  The  Dayton  Art  Inst- 
itute;  and  the  Munson-Williams-Proctor  Institute, 
Utica,  New  York. 


8.  Woman  and  Child, 
Dogon,  wood. 
Lester  Wunderman. 
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e-Raphaelite  Artists  at  the  Fogg 


I  c  Fogg  Art  Museum  of  Harvard  University 
1  d  an  exhibition  of  Pre-Raphaelite  paintings, 
I  iwings  and  watcrcolours  from  its  own  collcc- 
In.  More  than  twenty-five  years  have  elapsed 
I  cc  the  last  comprehensive  exhibition  of  these 
lurks,  most  of  which  came  to  the  Fogg  in  1943 
I  part  of  the  Grenville  L.  Winthrop  Bequest. 
I  te  group  constitutes  the  largest  Pre-Raphaelite 
lding  in  the  United  States.  It  is  fitting  that  the 
I  §8  possesses  this  fine  collection,  for  one  of  the 
•liest  champions  of  the  teaching  of  fme  arts  at 
lirvard,  Professor  Charles  Eliot  Norton,  had 
Jen  a  close  friend  of  the  Pre-Raphaelites  and  of 

;ir  leading  defender,  the  critic  John  Ruskin. 
I 'The  artists  represented  were  Ford  Madox 
I -own,    Sir   Edward    Burne-Jones,  William 
'  >lman  Hunt,  Sir  John  Everett  Millais,  Dante 
ibriel  Rossetti,  Simeon  Solomon,  and  George 
I  ederick  Watts.  Long  out  of  favour  with  many 
t  historians  and  critics,  the  Pre-Raphaelites  had 
en  generally  neglected  by  Americans.  During 
e  last  decade,   however,   there  have  been 
veral  important  exhibitions  of  works  of  the 
e-Raphaelites  and  their  followers,  including  a 
I  ajor  show  in  Paris  last  spring  and  large  retros- 
I'ctives  of  individual  Pre-Raphaelites  organised 
/  the  Arts  Council  of  Great  Britain.  Closer  to 
ime,    an    exhibition    of  nineteenth-century 
lglish  prints,  drawings,  and  watercolours  at  the 
luseum  of  Fine  Arts,  Boston,  during  recent 
onths  included  several  notable  Pre-Raphaelite 
orks.  A  revival  of  interest  in  these  artists  and 
eir  followers  is  clearly  underway.  Half  of  the 
ogg's  nearly  130  Pre-Raphaelite  works  were 
lown. 

1  John  Everett  Millais. 
he  Huguenots, 
ratercolour. 

Vgg  Art  Museum ,  Harvard  University, 
equest  of  Grenville  L.  Winthrop. 

3.  Dante  Gabriel  Rossetti. 
I  Christmas  Carol, 
■'atercolour. 

ogg  Art  Museum,  Harvard  University. 


'  Jeorge  Luks 

"he  Munson-Williams-Proctor  Institute  (Utica, 
Jew  York)  has  mounted  a  major  exhibition, 
;aturing  119  works  by  the  American  painter, 
ieorge  Luks.  The  exhibition  was  organised  by 
oseph  S.  Trovato,  assistant  to  the  director  of  the 
4useum  of  Art  of  the  Institute  and  he  also  wrote 
ne  catalogue.  Commenting  on  the  George  Luks 
■how  Trovato  said,  'This  exhibition  is  the  result 
•fa  life-long  interest  in  the  work  of  George  Luks 

an  interest  that  goes  back  to  about  1932  when  I 
vent  to  New  York  hoping  to  study  with  him. 

remember  going  to  the  place  where  he  was 
nipposedly  teaching  and  finding  a  room,  with 
onie  easels  scattered  about  and  a  model  stand, 
vhere  I  waited  quite  a  long  time  hoping  someone 
"night  show  up.  But  since  no  one  did,  I  finally 
eft  and  went  to  the  Art  Students  League  instead, 
t  was,  I  believe,  Luks'  painting  of  191 1  -  c.  1923 
ack  and  Russell  Burke,  which  I  had  seen  in  the 
ollection  of  Edward  W.  Root,  that  caught  my 
ttention  and  has  been  the  focus  of  my  continued 
nttrest  in  the  work  of  this  artist.' 


ii.  George  Luks. 
Roundhouses  at  Highbridge, 
oil  on  canvas,  1909-10. 
Munson-  Williams-Proctor  Institute. 


12.  George  Luks. 
Jack  and  Russell  Burke, 

oil  on  canvas,  191  i-c  1923. 
Munson-  Williams-Proctor  Institute, 
gift  oj  Edward  W.  Root. 

13.  George  Luks. 
Miners'  Shacks,  Pottsuille, 
watercolour,  1927. 

Munson-  Williams-Proctor  Institute, 
Edward  W.  Root  Bequest. 


George  Benjamin  Luks  (1X66-1933)  was  born 
in  Williamsport,  Pennsylvania,  the  son  of  a 
doctor  who  drew  for  amusement  and  a  mother 
w  ho  had  some  talent  as  a  painter.  Little  is  known 
about  Luks'  early  life.  He  is  reported  to  have 
entered  the  Pennsylvania  Academy  of  Fine  Arts 
at  17,  later  studying  at  the  Dusseldorf  Academy 
as  well  as  in  Munich,  Paris  and  London.  Most  of 
his  artistic  training  in  Europe  was  disillusioning, 
and  in  the  early  1890's  he  returned  to  the  United 
States. 

According  to  Trovato,  'Luks  was  driven  by  a 
deep-seated  impulse  to  translate  life  into  paint. 
A  playwright  could  recreate  life  in  New  York  in 
the  early  part  of  the  century  from  Luks'  studies 
of  life,  portraits  and  character  studies.  It  is 


amazing  how  close  his  paintings  of  Hester  Street 
1905,  with  its  swarming  humanity,  pushcarts, 
and  vendors,  is  to  early  photographs  ot  the  same 
subject.  This  and  other  studies  of  life  such  as 
Holiday  on  the  Hudson,  Plucking  Chickens,  c.  1915, 
and  New  York  Nights,  are  a  truthful  and  unselt- 
conscious  re-creation  of  daily  life.' 

Luks  participated  in  the  famous  Armory  Show 
of  191 3,  and  after  that  notable  exhibition,  his 
work  was  displayed  at  many  cultural  centres  both 
here  and  abroad.  In  fact,  The  Index  of  Twentieth 
Century  Artists,  published  by  the  College  Art 
Association  in  1934,  lists  approximately  200  major 
exhibitions  in  which  his  works  were  included 
during  his  lifetime. 


Small  Works: 

Selections  from  the 

Richard  Brown  Baker  Collection 

of  Contemporary  Art 

The  Museum  of  Art,  Rhode  Island  School  < 
Design  recently  held  a  show  of  works  from  tl 
Richard  Brown  Baker  Collection.  Each  of  the 
was  chosen  because  of  its  small  size  and  intima 
appeal. 

Mr.  Baker  has  been  collecting  since  the  195c 
and  has  had  a  close  involvement  with  d 
American  art  scene.  In  a  period  when  bo 
artists  and  collectors  seem  fascinated  by  lari 
works,  this  show  came  as  an  especially  trcsh  id( 
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14-  Tom  Wesm.i.mann. 
Little  SL  No.  10, 
mixed  media,  1963. 
Richard  Brown  Baker. 


1 5.  Luis  Jimenez. 
Cyclist, 

coloured  pencil  on  paper,  1968. 
Richard  Brown  Baker. 


16.  Hans  Hofmann. 

Provincetown, 

India  ink  on  paper,  1942. 

Richard  Brown  Baker. 


A  rt  despatch  from  Europe 

Gerald  Schurr 


Munich  to  Mulhouse 

Raoul  Dufy 

The  importance  of  Raoul  Dufy  to  modern  art  is 
becoming  increasingly  apparent.  His  spontaneous 
enthusiasm,  feeling  for  decoration,  predilection 
for  vivid  colours  and  rejection  of  conventions 
have  all  had  considerable  impact.  From  the  end  of 
June  until  September  30  the  Haus  der  Kunst  at 
Munich  is  devoted  entirely  to  his  work  which  is 
so  arranged  as  to  demonstrate  the  logical  develop- 
ment of  his  powers  as  an  artist  -  from  the  Fauve 
canvases  of  1905  and  the  influence  (relative)  of 
Cezanne  and  of  Cubism  around  1909  which 
culminated  in  a  series  of  orchestras,  racecourses 
and  regattas.  Until  the  end  of  September  also,  the 
Musee  de  l'lmpression  sur  Etoffes  at  Mulhouse 
has  an  exhibition  recalling  his  work  for  a  number 
of  years  as  a  textile  designer.  About  1910  he 
made  the  acquaintance  of  the  wealthy  couturier 
Paul  Poirct  who  guaranteed  his  independence  by 
employing  Dufy  as  a  dyer  and  painter  of  fabrics 
and  as  the  decorator  of  the  three  barges  he  owned 
in  Paris,  'Amours',  'Deliccs'  and  'Orgues'  which 
were  moored  by  the  Seine.  These  150  drawings, 
sketches  and  drafts  are  reminders  of  his  work  as  a 
decorator  of  which  even  his  admirers  know  very 
little. 

Avignon 

Picasso  and  the  festival 

The  exhibition  here  which  was  planned  two 
years  ago  has  now  become  the  first  to  be  held 
after  the  artist's  death  on  April  8th  last.  From 
July  11-August  14,  201  canvases  signed  bet- 
ween November  1970  and  March  1973  will  be  on 
view  in  the  great  chapel  of  the  Palais  des  Papes. 
The  subject  of  most  of  them  is  childhood  and 
they  bear  witness  to  a  new-found  serenity,  an 
almost  uncanny  vitality  and  the  undiminished 
creative  power  of  this  greatest  of  magicians  of 
modem  art  who  recently  died  at  the  age  of  92. 

Lille 

Self-portraits  of  Courbet 

Following  an  exhibition  at  the  Louvre  is  the 
exhibition  at  the  Beaux-Arts  at  Lille  until  August 
31  of  a  selection  of  the  many  portraits  of  himself 
painted  by  Gustave  Courbet  (1819-1877).  The 
work  of  this  great  Romantic  painter  can  be 
'dissected'  from  his  self-portraits  which  arc  all  a 
reflection  of  his  own  life  and  thoughts.  As  he 
wrote  to  his  friend  Bruyas  'I  have  made,  in  my 
time,  a  good  many  portraits  of  myself  as  my  state 
of  mind  changed;  in  a  word,  I  have  written  my 
life'.  Every  side  of  Courbet  is  to  be  seen  here,  not 
only  through  original  canvases  and  reproductions 
of  his  paintings,  but  through  drawings  and 
caricatures  by  his  contemporaries  and  also  by 
photographs  :  he  first  posed  in  front  of  a  camera 


in  1853.  A  collection  of  drawings,  sketches  and 
X-ray  photographs  serve  as  a  commentary  on 
two  of  his  most  famous  portraits.  We  learn  that 
L' Homme  blesse  was  painted  over  a  rough  sketch 
of  a  sieste  champetre  and  that  a  copy  he  made  of 
Titian's  Man  with  a  glove  was  used  as  a  kind  of 
rough  draft  for  L' Homme  a  la  ceinttire  de  cuir.  At 
that  time,  in  his  youth,  Courbet  was  much 
influenced  by  the  Venetians,  Spaniards  and  the 
Italian  followers  of  Caravaggio.  Concentrating 
on  realism,  on  Vobjet  a  pcindre,  rather  than  on 


subtle  psychological  points,  he  painted  himself 
in  a  series  of  masks  and  disguises;  as  a  guitarist  or 
'cellist,  as  a  player,  as  a  man  in  despair  or  as  a 
prisoner  (which  in  this  case  was  no  invention) 
behind  the  bars  of  Sainte-Pelagic  after  the 
Commune  and  the  destruction  of  the  Colonne 
Vendome.  In  the  famous  Rencontre  with  Bruyas 
or  in  front  of  his  easel  in  L' Atelier  in  the  Louvre 
Courbet  was  always  a  militant  and  violent 
enthusiast  for  what  he  called  'L'Art  Vivant'  -  an 
expression  which  was  to  enjoy  great  success. 


1.  Gustave  Coukbet.  Courbet  at  Saintc-Pelagie.  On  exhibition  at  the  Musee  de  Lille. 
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2.  Utagawa  Kuninao. 
Courtesan  early  in  the  morning,  print. 
Music  dc  Menton. 


Men  ton 

Japanese  prints 

The  museum  at  Menton  is  celebrating  the 
fiftieth  anniversary  of  the  death  of  Pierre  Loti,  the 
writer  of  stories  of  the  sea,  with  an  exhibition, 
with  the  aid  of  the  Marine  Nationalc,  of  a 
selection  of  prints  by  Japanese  masters,  notably 
Kikugawa-Eisan,  Eishi,  Utamaro,  Hokusai  and 
the  Utagawa  School.  These  prints  have  been 
taken  from  the  Bagulescu  Collection  which  was 
bequeathed  to  the  museum  but  has,  until  now, 
not  been  well  known  to  the  public.  It  consists  of 
more  than  1,000  prints  ranging  from  the  seven- 
teenth to  the  beginning  of  the  twentieth  century. 
Every  year  some  sixty  wrhich  have  not  been 
published  will  be  on  view  and,  at  the  same  time, 
fifteen  catalogues  will  be  in  process  of  being 
compiled  to  constitute  the  complete  documenta- 
tion of  this  important  collection. 

Marseilles 

Inauguration  of  the  Museobus 

la  vigorous  pursuit  of  their  mission  to  educate, 
the  museums  of  Marseilles,  under  the  direction  of 
Madame  Latour  and  Mile.  Giraudy  who  started  a 
very  effective  children's  museum  in  1968,  have 
'  just  inaugurated  the  first  museobus:  a  coach  12 


metres  long  carrying  20  showcases,  40  metres  of 
wall-space  and  projectors  and  sound  effects.  With 
a  suitably  qualified  commentator  this  mobile 
museum  can  bring  art  education  directly  to 
schools,  factories  and  large  and  small  organisa- 
tions. Topics  offered  to  visitors  (of  whom  more 
than  100,000  are  expected  each  year)  will  change 
every  three  months  and  will  be  a  careful  mixture 
of  natural  history  and  the  history  of  painting,  and 
a  comparison  of  technical  progress  with  the 
development  of  art.  This  idea  could  well  be 
adopted  by  a  number  of  provincial  museums 
which  are  content  to  preserve  their  exhibits 
without  arousing  any  enthusiasm  for  them. 

Essen 

Ancient  Rome  at  the  Villa  Hiigel 

For  its  twentieth  annual  exhibition  until  July  15th 
the  Villa  Hiigel  at  Essen  is  re-creating  the  history 
of  ancient  Rome  by  illustrating  the  arts  and  daily 
life  of  the  small  towns  around  Vesuvius  - 
Pompeii,  Herculaneum  and  Stabiae.  There  arc 
documents  by  Goethe  and  Winckelmann  along- 
side famous  masterpieces  (450  sculptures,  frescoes 
and  objects  of  art)  lent  by  several  of  the  great 
museums  of  Europe,  amongst  other  things  80 
mural  decorations  from  the  Museo  Nazionale  at 
Naples,  the  well-known  'green  Caesar'  from  the 
museums  of  East  Berlin,  gifts  from  the  King  of 
Naples  (the  Boscorcalc  treasure),  magnificent 
gold  jewellery  and  representative  items  of  Roman 
civilization  from  the  Louvre  and  the  British 
Museum. 


NAISSANCl  Dl  LA  MINTUB! 


3.  Interior  of  the  Marseilles  museobus. 


4.  Wild  boar  and  dof>s. 
Bronze  group 

lent  by  the  museum  of  Naples 
to  the  Villa  Hiigel,  Essen. 
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INTERNATIONAL  SALEROOM 


1.  Kakiemon  figure  of  a  young  woman, 
late  seventeenth  century,  £10,800  ($27,648). 
Sotheby's,  March  19. 

2.  Pair  of  rifled  flint-lock  pistols  by  Nicholas 
Noel  Boutct,  presented  by  General  Lafayette  to 
Simon  liolivar  in  1825.  £22, 000  ($56,320). 
Sotheby's,  March  19. 


3.  FRANCISCO  GOYA. 

A  Priest  at  the  entrance  to  an  Indian  cave, 
brown  wash.  £37,800  ($96,768). 
Christie's.  March  20. 


4.  REMBRANDT.  Self-portrait.  £90,000  ($230,400). 
Sotheby's,  March  21. 


Record  for  Japanese  porcelain     Goya  drawing  for  ^37,800     ^90,000  'Rembrandt'  self- 


In  a  sale  at  Sotheby's  on  March  19  a  piece  of 
Japanese  porcelain  -  a  late  seventeenth-century 
Kakiemon  figure  of  a  young  woman  -  fetched 
£10,800  ($27,648),  the  highest  price  ever  paid 
for  an  example  of  Japanese  porcelain.  Also  at 
Sotheby's  a  pair  of  Boutet  pistols  presented  in 
1825  to  Simon  Bolivar,  the  liberator  of  Colombia, 
by  General  Lafayette,  made  £22,000  ($56,320), 
and  the  tiny  gold  head  of  a  tiger  set  with  precious 
stones  from  the  throne  of  Tipu  Sultan  fetched 
£14,700  ($37,63  2). 

The  Bolivar  pistols  were  in  the  third  sale  that 
Sotheby's  have  heid  of  arms  from  the  collection  of 
William  Goodwin  Renwick.  Another  rarity  in 
the  sale  WU  .1  utc  sixteenth-century  Saxon  wheel- 
lock  carbine,  which  sold  for  £21,000  ($53,760). 
It  is  elaborately  decorated  with  figures  playing 
musical  instruments,  animals  and  birds.  The 
elec  toral  arms  are  heavily  chiselled  into  the  metal, 
which  may  indicate  that  the  gun  was  made  for 
the  royal  family. 

On  the  following  day,  Christie's  sold  a  small 
Goya  brown-wash  drawing  for  £37,800 
($96,768),  establishing  a  new  record.  The  work 
depictsa  monkbroughttoa  red  Indian  chief  at  the 


mouth  of  a  cave.  Two  early  German  works  sent  for 
sale  by  Lord  Margadale  also  fetched  high  prices:  a 
page  from  a  Nuremberg  missal  of  about  1515, 
depicting  Christ  on  the  Cross  with  a  landscape 
background  made  £25,200  ($64,512),  and  a 
miniature  of  the  Adoration  of  the  Magi  by  Simon 
Bcning  brought  £19,950  ($51,072),  an  adaptation 
from  a  lost  Hugo  van  der  Goes  Adoration.  At 
Sotheby's  new  auction  records  were  established 
for  Italian  maiolica  with  two  istoriato  dishes  at 
£20,000  ($51,200)  each,  both  showing  Aeneas 
carrying  Anchiscs  from  the  burning  city  of  Troy. 
The  first,  made  at  Castcl  Durante,  comes  from 
the  service  made  for  Isabella  d'Este,  wife  of 
Gianfranccsco  Gonzaga  of  Mantua.  The  second, 
from  Urbino,  is  signed  by  the  artist  and  dated 
1532. 

A  Rembrandt  self-portrait  fresh  from  the  'Fan- 
fare for  Europe'  exhibition  was  sold  to  an 
anonymous  Continental  bidder  for  £90,000 
($230,400).  Though  traditionally  accepted  as 
authentic,  the  attribution  to  Rembrandt  is 
denied  in  Gerson's  recent  publications  on  the 
master.  In  the  same  sale,  a  new  record  was  establis- 
hed for  a  Picter  Breughel  the  Younger,  Winter  scene 


with  the  Massacre  of  the  Innocents,  which  fetched  the 
same  sum  as  the  alleged  Rembrandt.  Another 
record  was  for  a  Jacob  van  Ruisdael,  a  landscape 
sold  for  £87,000  ($222,720). 

In  a  sale  of  Old  Master  drawings  at  Sotheby's 
on  March  22,  a  drawing  by  Giovanni  Battista 
Piazzetta,  the  Venetian  precursor  of  the  Ticpolos, 
made  the  top  price  of  £6,000  ($15,360).  It  shows 
a  boy  in  a  plumed  hat  with  a  girl  beside  him,  the 
medium  being  black  and  white  chalks.  A  Guer- 
cino  drawing  of  Judith  with  the  head  of  Holo- 
fernes,  in  pen  and  brown  ink,  made  £5,400 
($13,824).  On  the  same  day,  Sotheby's,  Bclgravia, 
were  selling  Dorothy  Doughty  porcelain  birds 
from  the  estate  of  Miss  Doughty  -  several  still  in 
the  unopened  boxes  in  which  they  were  sent 
from  the  Royal  Worcester  factory  to  the 
designer.  The  highest  prices  were  £3,200 
($8,192)  for  a  pair  of  cactus  wrens,  and  a  pair  of 
hooded  warblers  at  £2,3 50  ($6,016). 

A  Roman  view  by  Canaletto  brought 
£I75,5°°  ($449,280)  at  a  Christie's  Old  Masters 
sale  on  March  23,  and  in  the  same  sale  a  scene  of  a 
bucolic  dance  made  £157,500  ($403,200).  On 
March  26,  a  Sotheby's  sale  saw  the  highest  prices 
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5.  GIOVANNI  BATTISTA  PIAZZEITA. 

Boy  in  plumed  hat  with  girl. 
£6,000(515,360).  Sotheby's,  March  22. 

6.  canaletto.  View  of  the  Piazza  del  Campidoglio 
and  the  Cordonata,  Rome.  £175,503(5449,280). 
Christie's,  March  23. 


7.  Bakoogo  wooden  male  fetish  figure. 
£17,000(543,520).  Sotheby's,  March  26. 


8.  renoir.  Portrait  oj  Mine.  Mithouard,  1902. 
£157,500(5403,200).  Christie's,  March  27. 

9.  Pair  of  Augustus  Rex  Meissen  vases. 
£30,000(576,800).  Sotheby's,  March  27. 


portrait  in  doubt   Canaletto  Roman  view  jT  1 75,500  Highest  price  for  Victorian  painting 


yet  achieved  for  works  of  art  from  primitive 
societies.  A  Bakongo  wooden  fetish  figure  was 
sold  for  £17,000  (543,520),  an  Easter  Island 
carved  wood  ceremonial  paddle  for  £4,600 
(511,776),  and  a  ladle  made  from  mountain  goat 
horn  on  the  north-west  Pacific  coast  for  £900 
(52,304).  By  contrast,  there  was  a  sale  of  exquisite 
refinement,  also  at  Sotheby's  -  the  entire  sale 
made  up  of  pages  from  an  album  of  Indian 
miniatures  compiled  in  the  eighteenth  century. 
A  single  miniature  depicting  the  Emperor 
Jahangir  making  his  daily  appearance  at  a  window 
of  the  Red  Fort  at  Agra  reached  £30,000 
(S76,8oo).  No  Indian  miniature  had  previously 
made  more  than  £9,000  (523,040)  at  auction. 
The  miniature  was  painted  by  Jahangir's  court 
painter  Nadir  al-Zaman  to  illustrate  the  emperor's 
own  copy  of  his  memoirs  (the  Jahangir  Nama: 
It  dates  from  about  1620. 

Japanese  bidders  forced  up  prices  for  a  Renoir 
portrait  of  1902  in  a  Christie's  sale  on  March  27. 
The  portrait,  of  Mme.  Mithouard  in  a  white 
dress,  a  rose  pinned  to  her  bosom,  made  £1 57,500 
(5403,200).  A  Renoir  pastel,  Deux  ftllettes  aux 
chapeaux,  a  late  work,  fetched  £50,400(5129,024). 


At  Sotheby's  on  the  same  day  a  pair  of  Augustus 
Rex  Meissen  vases  made  £30,000  (576,800).  At 
Sotheby's  Belgravia,  Holman  Hunt's  Rienzi 
established  a  new  auction  record  for  any 
Victorian  painting  at  £48,000  (Si  22,880).  With 
Millais's  Isabella,  it  was  the  first  Pre-Raphaelite 
painting  to  be  hung  at  the  Royal  Academy  in 

1849.  Richard  Redgrave's  The  Emigrant's  Last 
Sight  of  Home  brought  £17,000(543,520). 

At  Sotheby's  on  March  28,  a  cubist  sculpture 
by  Henri  Laurens,  Compotier  aux  Raisins,  made 
£40,000  (5102,400).  It  dates  from  the  First 
World  War.  Man  Ray's  Boardwalk,  the  first  of 
his  'Dada'  objects,  of  191 7,  fetched  £24,000 
(56 1, 440).  The  medium  was  described  by 
Sotheby's  as  'oil  on  wood,  with  furniture  knobs, 
cord  and  bullet  holes'.  An  early  surrealist  work  by 
Miro,  La  Plage  of  1933,  was  sold  for  £28,000 
(S7i,68o). 

A  silver  sale  at  Sotheby's  Belgravia,  on 
Manh  29.  included  one  of  the  prize  exhibits  of 
the  Great  Exhibition  of  1851  -  a  four-piece  tea 
and  coffee  set  (coffee  pot,  tea  pot,  sugar  basin  and 
milk  ewer)  by  Joseph  Angell,  date-marked  for 

1850.  It  brought  £3,800(59,728).  In  Angell's  own 


words,  each  piece  is  'illustrative  ot  .  .  .  tables  from 
Aesop,  all  modelled  in  high  relief  of  frosted 
silver,  the  whole  of  the  ornamentation  made  to 
remove,  so  that  the  service  may  be  used  plain, 
each  Fable  bearing  its  appropriate  moral  in  a 
scroll'. 

Some  rare  pieces  of  English  porcelain  came  up 
for  sale  at  Sotheby's  on  April  3,  including  a  very 
early  Worcester  fluted  bowl,  9]  inches  across, 
painted  in  imitation  of  Chinese  famille  verte 
decoration,  which  fetched  £5,200  (513,312).  A 
superb  Chelsea  white  Chinaman  and  parrot 
teapot  (the  bird's  beak  forming  the  spout)  made 
£3,500  (58,960).  It  bears  the  earliest  Chelsea 
mark,  the  incised  triangle  (1745-50)  ;  only  three 
other  examples  of  the  model  are  known,  and 
this  one  was  not  previously  recorded.  A  Chelsea 
acanthus  leaf  teapot  brought  £4,600  (Si  1,776). 
It  was  encouraging  to  see  these  di  cinguished 
examples  of  early  English  porcela  1  still  out- 
stripping in  price  such  a  Contincnta  work  as  the 
circular  Vienna  plaque  (23. >  inches  in  diameter), 
showing  a  woman  before  a  pediment,  which  had 
fetched  £2,310  (55,913-60)  at  Christie's  on  the 
day  before. 
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IO.  HOLMAN  HUNT.  RicilZt,  1 849. 

£48,000  ($122,880).  Sotheby's  Bclgravia, 
March  27. 

1  [,  HENRI  LAURENS.  Compotier  OUX  Raisins,  1918. 
£40,000  ($102,400).  Sotheby's,  March  28. 


12.  FERDINAND  GEORG  WALDMULLER. 

The  Festive  Hat,  signed  and  dated  1859. 
£21,000  ($53,760).  Phillips,  April  16. 


13.  Parcel-gilt  four-piece  tea  and  coffee  set, 
made  by  Joseph  Angcll  for  the  Great  Exhibition 
of  1851.  £3,8oo($9,728).  Sotheby's  Bclgravia, 
March  29. 


Sale  catalogued  by  Cyril  Connolly 


Christie's  staged  a  literary  event  on  April  4, 
\\  hen  the  first  modern  book  sale  catalogued 
and  organised  by  Cyril  Connolly  totalled 
£24,704  ($63,242-24).  Sixty  letters  from  Leonard 
Woolf  to  Saxton  Sydney-Turner  fetched  £1,800 
($4,608),  and  forty-one  letters  from  Virginia  to 
him  (with  some  letters  from  her  brothers)  made 
£2,800  ($7,168).  Tom  Driberg,  mp,  sent  for  sale 
.1  Gertrude  Stein  essay  published  by  the  Hogarth 
Press;  the  lecture  was  given  at  Oxford  when  he 
was  an  undergraduate  and  he  had  written  to 
Virginia  Woolf  suggesting  that  it  be  published. 
Sold  with  the  book  was  a  letter  from  Virginia 
Woolf  thanking  him  for  tipping  off  the  Hogarth 
Press.  The  price  was  £95  ($243-20).  In  the  same 
sale,  John  Ur.iine's  manuscript  of  Room  at  the  Top 
was  sold  for  £650  ($1,664).  S>r  Arthur  Bryant's 
manuscript  of  The  Great  Duke  made  £75  ($192). 
Who  knows,  this  sale  could  set  a  fashion:  other 
quasi-impresarios  of  the  literary  scene,  such  as 
Mr.  Frank  Swinnerton,  might  be  persuaded  to 
organise  sales  of  friends'  manuscripts. 

On  April  4  and  5,  Sotheby's  secured  for  the 
Metropolitan  Museum,  New  York,  £418,567 
($1,071,531-52)  through  the  Zurich  sale  of  Greek 
coins    from    the    museum's    collection.  This 


followed  the  £900,000  ($2,304,000)  obtained 
from  the  sale  of  Roman  gold  coins  at  the  first 
Metropolitan  sale  last  November.  A  third  sale 
planned  for  the  autumn  will  contain  Alexandrian 
provincial  coins  and  a  group  of  Islamic  coins. 
The  top  price  on  April  5  was  48,000  Swiss  francs 
(£5,977,  or  $15,301-12)  for  a  gold  stater  of  Lamp- 
sakos  dating  from  about  340-330  BC.  It  bears  the 
head  of  Kabeiros  in  a  laurel.  A  slightly  earlier 
stater  from  the  same  city  bearing  the  laureate 
head  of  Zeus  made  33,000  francs  (£4,109  or 
$10,519). 

In  a  sale  of  English  pictures  at  Christie's  on 
April  6,  a  Lely  portrait  of  Diana  Kirke,  Countess 
of  Oxford,  fetched  £15,750  ($40,320);  a  Kneller 
portrait  of  Aubrey  de  Vere,  twentieth  and  last 
Earl  of  Oxford,  went  to  the  National  Portrait 
Gallery  for  £1,680  ($4,300-80);  and  'Mr.  John 
Goude  on  his  favourite  hunter'  by  John  Ferneley, 
Senior,  made  £16,800  ($43,008).  A  small 
portrait  of  Wilkie  Collins,  author  of  The  Moon- 
stone, brought  £2,200  ($5,632)  at  Sotheby's, 
Belgravia,  on  April  10.  The  work  was  by  his 
painter  brother,  Charles  Allston  Collins;  their 
father,  William  Collins,  was  an  accomplished 
marine  artist.  Measuring  10}  X  7  inches,  it  is 


dated  1850. 

Phillips  obtained  £21,000  ($53,760)  for  a  small 
painting  by  the  Austrian  artist  Ferdinand  Gcorg 
Waldmuller  in  a  sale  of  April  16.  Though  almost 
unknown  in  England,  Waldmuller  was  the  best- 
known  Austrian  artist  of  the  Biedermeicr  period. 
The  painting  2o£  X  16J  inches,  depicts  three 
peasant  children  in  a  sunlit  doorway,  decorating 
a  hat  with  flowers  and  ribbons.  It  dates  from  1 859, 
when  the  artist  was  66.  In  October,  1970, 
another  of  Waldmiiller's  peasant  genre  pieces, 
Children  playing  outside  a  cottage,  an  earlier  work  of 
rather  finer  quality,  made  £15,000  ($38,400)  at 
Sotheby's. 

A   record  price  of  £4,500  ($11,520)  was 
obtained  for  a  small  etching  by  George  Stubbs  at 
Sotheby's,  Belgravia,  on  April  25.  It  shows  twe 
foxhounds  in  a  landscape.  Sotheby's  had  neve 
before  sold  an  impression  of  the  print.  Its  previot 
owner,  Mr.  James  Caldwell,  a  Glasgow  school- 
master, bought  it  in  a  local  auction  five  years  ago. 
It  was  part  of  a  lot  of  six  assorted  prints,  which 
cost  him  £5  ($12-80).  The  sale  also  contained 
impression  of  Stubbs's  A  horse  frightened  by  a  lion 
at  £1,700  ($4,352). 

Bevis  Hillier. 
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The  French  Way 


English  collectors  who  know  much  about 
William  Morris  neglect  the  different  development 
of  books  in  France;  yet  a  level  sunshine  of  art  in 
French  book  history  compares  with  bright 
intervals  upon  the  English  scene. 

Limiting  our  view  to  the  last  eighty  years,  the 
two  ways  have  most  clearly  parted.  America  and 
Germany  imitated  the  English  example.  France 
followed  her  own  spirit,  with  feminine  under- 
standing of  bibliophile  taste  and  a  link  with  the 
arts-and-crafts  movement  which  is  generally 
ignored. 

The  French  distinguish  absolutely  between 
reading  texts  and  book  art.  Of  course  one  may 
enjoy  reading  Verlaine  illustrated  by  Bonnard 
and  limited  to  several  copies;  but  newsprint  and 
appalling  founts  of  type,  with  no  attention  to 
design,  prevail.  There  is  some  purity  of  spirit  in 
absorbing  a  meaning  without  distraction  of  art  in 

i  conveying  it.  Most  music  is  read  under  similar 

I  conditions.  When  it  comes  to  collecting,  we 
arrive  upon  a  different  scene. 
In  England  we  know  about  private  presses,  the 

I  Revival  of  Printing,  respect  for  the  fifteenth 
century.  In  spite  of  some  brilliance  of  woodcut  in 

•the  twenties,  we  focus  upon  type  and  the  printed 
page.  French  type  tends  to  be  coarse  and  un- 
scholarly,  often  insensitively  arranged  on  the 

i page;  but  the  woodcuts  or  lithographs  weave  in 
and  about  it,  water-colour  drawings  decorate  a 
margin,  rejected  proofs  get  bound  in  at  the  end, 
most  of  the  plates  are  in  several  states.  One  way  or 

tanother  that  copy  gives  a  courteous  hospitality, 
we  are  sure  of  being  particularly  privileged  guests. 

|  Though  it  is  certainly  not  the  only  one  to  be 
dressed  in  those  clothes,  we  owning  it  know  we 
have  the  exemplaire  unique. 
That  phrase  is  the  feminine  sympathy  of 

I  bibliophile  France.  A  dull  'copy'  of  such  works 
scarcely  exists,  for  each  has  its  special  place  in  the 

hsun.  If  no  aquarelle  or  rejected  proof  could  be 

ifound,  at  least  a  page  or  two  of  correspondence 
with  the  illustrator  cheers  us.  'Exemplaire  Unique' 
■one  reads,  on  a  plaque  decorated  with  apples, 
'imprime    pour    l'Aquereur    des  Aquarelles 


Originales'.  'L'une  des  cinq  suites  tire'es'  the  artist 
writes  in  another  volume,  'la  mienne',  and  signs 
his  statement.  And  commonly  we  find  in  the 
justification  du  tirage'  a  rigmarole  about  three 
copies  on  whatman  paper  with  varying  rations  of 
the  original  drawings,  a  few  more  on  japon 
which  wolfed  the  early  proofs  on  china  paper, 
more  with  a  single  rejected  sketch,  others  upon 
different  papers  and  with  a  suite  of  the  illustra- 
tions -  or  with  more  than  one,  perhaps  in 
coloured  inks. 

Now  all  this  seems  to  need  English  defence,  for 
such  French  extravagance  has  never  found  great 
response  in  collectors  here,  and  it  is  easily 
defended.  Indeed,  our  'limited  to  three  hundred 
copies,  of  which  this  is  number  ninety-six'  looks 
especially  silly  in  Paris. 

One  valid  point  in  art  is  simply  that  the  suites 
on  varied  paper  and  in  different  inks  can  be 
singularly  beautiful  -  as  for  instance  the  rare  suite 
in  blue,  upon  thin  china  paper,  of  Bonnard's 
illustrations  to  Daphnis  &  Chide,  1903.  Another  is 
the  French  recognition  that  no  book  of  this  sort 
stands  by  itself  as  a  completed  object,  but  is  all  the 
struggle  which  happened  in  the  history  of  its 
making.  That  is  why  the  sketches  and  states  of 
plates  become  relevant  -  and  why  the  French 
book  is  one  aspect  of  arts-and-crafts,  with  its 
creed  that  each  phase  in  a  work  weighed  equally. 

There  were  also  certain  human  cross-channel 
connections,  which  bring  the  two  ways  nearer 
than  they  seem.  Lucien  Pissarro,  Camille's  son, 
set  up  his  Eragny  Press  with  Ricketts  in  London 
and  charmingly  illustrated  those  small  books  in  a 
style  he  brought  from  home.  August  Lcperc, 
father  of  the  revived  artist-woodcut  movement 
in  France,  was  Lucien's  master.  For  the  sake  of 
excellence,  and  in  no  mediaeval  nostalgia,  Lepere 
and  others  would  (like  Morris  and  Cobdcn- 
Sanderson)  use  the  hand-press  for  their  work. 

One  is  amazed  by  the  merit  of  minor  artists  in 
French  books  over  all  this  period,  and  no  doubt 
some  have  yet  to  be  discovered  by  collectors. 
The  landmarks  stand  clearly,  till  some  earthquake 
in  taste  -  Toulouse-Lautrec  at  the  start  with  his 
lithographs  for  Jules  Renard,  Histoires  Naturelles, 
1899,  of  which  one  hundred  copies  exist;  before 
and  after  him  Maurice  Denis,  his  work  beautifully 
cut  on  wood  by  the  Beltrand  brothers  and  colour- 
printed;  Bonnard,  Leger,  Picasso,  Rouault, 
Matisse,  Chagall.  In  France  these  are  collected  with 
the  enthusiasm  which  greets  paintings  by  such 
artists  at  an  English  sale  -  the  fine  copies  marvel- 

..sly  bound  and  protected  fetching  thousands 
rather  than  hundreds  of  pounds.  The  French  way 
continu  in  books  printed  at  the  Fondation 
Maeght  at  Vcnce,  but  Vollard  represented  its  high 
phase  and  the  proper  force  of  that  movement  is 
spent.  Colin  Franklin. 
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The  famous  collection  of  English  paintings  formed 
by  Sir  Charles  Tenant  has  been  described  twice 
in  The  Connoisseur.  It  formed  the  subject  of  the 
first  article  in  our  first  issue  of  September  1901, 
andcxactly  seventy  years  later  the  gradual  dispersal 
of  the  collection  to  some  of  the  world's  greatest 
museums  and  galleries  was  chronicled.  The 
photograph  shows  Marguerite  Tcnnant,  Sir 
Charles's  second  wife,  with  Hoppncr's  painting  of 
The  Frankland  Sisters  -  now  in  the  National 
Gallery  of  Art,  Washington  DC.  It  has  been 
reproduced  from  Tennant's  Stalk  by  Nancy 
Crathorne  (Macmillan,  London,  £4.95),  the 
fascinating  account  of  the  Tcnnant  family,  its  rise- 
to  fortune  and  power,  and  the  many  redoubtable 
personalities  that  have  sprung  from  it. 
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in  three  dimensional  colour 
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Limited  edition  of  1,000  copies 
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The  late  William  Gruber  was  the  inventor  of  the 
View-Master  which  he  developed  to  illustrate  not 
only  landscapes  but  also  educational  subjects.  The 
latter  included  flower  and  fern  studies  and  also  an 
anatomical  map  of  the  body.  As  a  collector  of 


Chinese  porcelains  he  naturally  turned  with 
enthusiasm  to  their  illustration  in  three  dimen- 
sional colour.  In  1 961  began  an  association  with 
Sir  Harry  Garner  from  which  developed  the 
present  work.  These  four  volumes  cover  ceramics 
and  jades,  bronzes  and  lacquer,  gold  and  silver, 
hardstoncs  and  ivory,  bone  and  glass,  wood  and 
horn,  metal  work,  cloisonne  and  textiles.  As  only 
objects  in  three  dimensions  are  suitable  for 
inclusion  Chinese  paintings,  a  major  aspect  of 
Chinese  Art,  had  regrettably  to  be  omitted. 
Chinese  Art  in  three  dimensional  colour  ranges  over 
4,500  years  from  the  Nolithic  period,  c.  2500  bc, 
to  the  end  of  Ch'ing  dynasty  1912  AD.  The  first 
volume  ends  with  the  period  of  the  Warring 
States,  the  second  covers  the  period  from  the  Han 
.  to  the  T'ang  dynasty,  the  third  the  Sung  dynasty, 
including  both  the  Five  dynasties  and  the  Yuan 
dynasty,  whilst  the  filial  volume  spans  both  the 
Ming  and  Ch'ing  dynasties.  Inevitably  there  is 
some  overlapping.  Nevertheless  this  method 
provides  a  balanced  approach  with  the  emphasis 
on  Sung  ceramics  with  their  fine  floral  forms, 
splendid  glazes  and  restrained  and  beautiful 
incised  or  moulded  designs,  which  are  amongst 
the  finest  ceramics  ever  produced. 

Each  volume  has  a  table  of  contents,  a  chrono- 
logy, an  interesting  and  scholarly  introduction, 
inevitably  short  and  concise,  but  nevertheless 
valuable,  and  its  own  bibliography  which 
provides  a  guide  to  further  study  and  research 
and  to  the  source  material.  Inevitably  there  is 
some  duplication  but  the  convenience  of  having 
each  volume  complete  in  itself  is  a  great 
advantage. 

Some  1,200  objects  are  separately  described  and 
illustrated  in  colour,  and  reels  containing  seven 
'stereo-pairs'  are  inserted  within  the  covers  of 
each  volume.  Details  are  given  of  when  and 
where  each  piece  has  been  exhibited,  and 
published.  Furthermore,  and  this  is  especially 
valuable,  notes  wherever  appropriate,  indicate 
and  relate  similarities  of  form,  decoration  and 
technique  whilst  additional  enlargements  illus- 
trate interesting  aspects  of  selected  pieces. 
Generally  the  attributions  are  acceptable  and  up 
to  date.  Although  the  authors  have  had  to  reject 
some  objects  through  lack  of  space,  or  because 
of  strong  conflicting  views,  few  pieces  of  out- 
standing beauty  seem  to  have  escaped  their 
survey. 

Objects  from  public  and  private  collections  all 
over  the  world  are  included.  Gruber  was 
particularly  fortunate  in  being  permitted  to 
photograph  some  of  the  pieces  in  the  Exhibition 
of  Chinese  Art  from  the  Imperial  Collection  in 
Taiwan  when  the  exhibition  visited  San  Fran- 
cisco. Also  included  are  some  splendid  objects 
owned  by  Japanese  collectors  which  have  been 
seen  by  few  in  the  West.  Thus  this  work  has  made 
available  to  collectors  and  scholars  material  of 
great  aesthetic  and  technical  interest  scattered 
throughout  the  world  which  would  otherwise  be 
difficult  to  see  and  examine.  This  in  itself  is  a 
great  achievement. 

Furthermore,  the  View-Master  stereoscope 
isolates  each  object  enabling  it  to  be  examined  in 
detail  without  distraction,  whilst  three  dimen- 
sional colour  permits  detail  to  be  seen  that 
traditional  photography,  whether  in  colour  or 
black  and  white,  would  fail  to  do  successfully. 
This  is  particularly  noticeable  when  examining 
the  white  Ting  wares  of  the  Northern  Sung 
dynasty  with  their  delicately  incised  and  refined 
decoration. 
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The  View-Master,  which  has  an  adjustable 
Itanc!  and  can  be  focussed,  is  easy  to  use.  It  is 
•ither  mains  operated,  using  the  appropriate 
ransformer,  or  battery  operated. 

The  photography,  first  by  Gruber  and  then, 
iftcr  his  death,  by  Leach,  is  superb.  Its  high 
luality  was  obtained  by  strict  voltage  monitoring 
ind  control.  Some  of  the  backgrounds  may 
ippear  a  little  dramatic,  but  generally  they  arc  in 
:ecping  with  the  objects,  whilst  those  used  for 
Ihe  self-coloured  porcelains  are  of  appropriately 
.ubdued  colours. 

This  work  is  a  wonderful  memorial  to  William 
^ruber's  enthusiasm  and  imagination  and  to  his 
echnical  skill  as  a  photographer.  Now  combined 
with  the  scholarship  of  Sir  Harry  Garner  and 
vliss  Margaret  Medley  it  has  become  a  work  of 
outstanding  merit.  Its  value  lies  in  its  wide 
anging  and  selective  approach.  It  provides  in  a 
landy  form  material  otherwise  difficult  ot 
icccss,  and  offers  an  opportunity  to  compare 
objects  in  a  number  of  important  collections 
mattered  across  the  world.  Chinese  Art  in  three 
hnensional  colour  is  more  than  a  miscellany,  it  is  a 
•vork  of  invaluable  reference  for  the  scholar  and 
connoisseur.  For  many  others  both  old  and  young, 
However,  it  is  a  store-house  of  Chinese  treasures 
if  all  ages  to  be  savoured  and  enjoyed  at  leisure. 
Co  many,  this  survey  of  4,500  years  of  Chinese 
ftrt,  will  come  as  a  revelation  of  colour,  form  and 
raftsmanship.  ben  neave-hill 
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There  is  no  doubt  that  this  is  a  very  useful  book. 
Ml  but  eighty  of  the  1347  manuscr'Dts  catalogued 

<effry  wyatt.  A  Neo-classical  interior. 


are  under  the  heading  'British  School'  so  that  its 
appeal  must  be  primarily  to  students  of  mediaeval 
art  in  Britain.  The  book  is  well  illustrated,  there- 
arc  120  plates  with  an  average  of  about  six 
photographs  per  plate.  Clearly  not  all  the 
manuscripts  catalogued  are  reproduced  and  this  is 
unfortunate  but  probably  unavoidable.  However 
one  wishes  that  the  authors  had,  and  I  quote  from 
their  'Preface',  '.  .  .  concentrated  on  those 
(manuscripts)  less  often  reproduced  and  on 
representing  initial  and  border  ornament, 
rather  than  repeating  illustrations  which  arc 
already  well  known  and  accessible'.  For  despite 
these  noble  intentions  they  still  give  two  whole 
plates  to  four  illuminations  from  the  'Douce 
Apocalypse',  where  one  would  have  sufficed  and 
so  left  room  for  perhaps  seven  or  eight  un- 
published manuscripts.  There  are  one  or  two 
similar  cases,  but  generally  the  priorities  are 
correct. 

The  catalogue  entries  vary  in  length  from  three 
lines  to  about  half  a  column  and  indicate  the 
subject  of  the  text,  the  nature  of  the  illumination, 
for  example  'miniatures'  or  'good  initials',  some 
kind  of  date,  a  localisation  if  possible,  sometimes 
a  comment,  and  a  bibliography  where  one  exists. 
The  subjects  of  the  miniatures  and  historiated 
initials  are  not  given,  neither  is  the  quantity  nor 
the  folio  numbers.  Some  points  of  interest  arise 
in  dating,  localising  and  commenting  on  the  art. 
For  instance  no.  368  in  the  catalogue,  a  manu- 
script datable  between  1187-1205,  has  its 
initials  dated  into  the  second  quarter  of  the 
thirteenth  century!  No.  120  is  attributed  to 
'Winchester  (?)'  with  a  comment  comparing  it 
with  no.  132  which  is  however  attributed  to 
'St.  Albans' !  These  anomalies  do  exist  in  the 
subject  and  having  them  so  concisely  recorded 
can  only  stimulate  tresh  researches.  The  book  is 
an  essential  tool  for  any  student  of  mediaeval  art 
in  Britain,  and  perfectly  safe,  provided  that  one 
realises  that  some  of  the  remarks  in  the  catalogue- 
have  the  status  of  suggestions  rather  than  facts. 

SANDY  HESLOP 


SirJcrFry  Wyatville. 
Architect  to  the  King 
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Architectural  biography  now  seems  to  be 
working  its  way  steadily  into  the  roth  century. 
With  the  exception  of  a  few  honourable,  if 
eccentric,  excursions  into  High  Victoriana,  most 
historians  have,  in  the  past,  concentrated  on  the 
Georgians,  referring  back  regularly  to  [nigo 
Jones  and  Wren  but  tending,  ilke  some  recording 
studios,  to  prefer  re-issues,  or  using  the  equivalent 
literary  jargon,  re-appraisals  or  re-evaluations,  of 
familiar  themes  to  entirely  new  works. 

Jeffry  Wyatt,  to  give  him  the  name  with 
which  he  was  christened,  symbolises  more  than 
any  of  his  contemporaries  the  link  between  the 
worlds  of  the  18th  and  19th  centuries.  He  is  the 
first  ot  the  enormous  Wyatt  dynasty  to  display 
the  qualities  of  a  genuine  professional.  Incident- 
ally it  is  one  of  the  things  for  which  we  have  to 
be  grateful  to  Mr.  Linstrum  that  he  has  provided 
us  with  a  comprehensive  Wyatt  family  tree. 
Jeffry  worked  for  two  of  his  uncles  as  a  young 
man,  Samuel  and  James.  For  the  incompetence 
and  amateurism  of  the  latter  he  had  nothing  but 
contempt.  His  own  office  methods  were  brisk  and 
efficient,  his  drawings  and  records  thorough.  He 
concerned  himself  as  much  with  client  relation- 
ships, appointments  of  Clerks  of  Works  and  fee 
computations,  as  with  designing  and  sketching. 

He  was  without  doubt  ambitious  and  not 
without  a  trace  of  the  entrepreneur  and,  on 
occasions,  the  sycophant.  For  nearly  twenty  years 
he  strove  to  get  elected  to  the  Royal  Academy. 
After  that  he  owed  his  success  to  his  professional 
reputation  and  his  connections  with  titled 
families  and,  eventually,  with  the  Crown. 

Such  success  did  not  always  accompany 
excellence.  Fame  came  more  readily  to  Nash  than 
to  Soane.  In  the  process  Wyatt  was  knighted,  an 
achievement  denied  the  great  Georgian  archi- 
tects, and  changed  his  name  to  Wyatville. 

What  seems  to  us  an  extraordinary  affectation 
went  almost  unremarked  by  his  contemporaries 
and  was  even  applauded  by  his  Royal  Patron. 
Although  he  was  to  become,  eventually,  a 
member  of  the  newly  formed  Royal  Institute  of 
British  Architects  his  personal,  as  distinct  from 
his  professional  style  was  Regency-based. 

Mr.  Linstrum  deals  comprehensively  with 
Wyatt's  major  works  concentrating  on  the  great 
country  houses  and  particularly  on  Windsor. 
The  illustrations  and  drawings,  including  several 
of  Wyatt's  romantic  sketches,  are  illuminating 
but  none  more  so  than  those  which  depict  Wyatt 
himself.  He  appears  in  the  Lawrence  portrait  of 
1828  at  the  age  of  62  in  a  professional  pose  before 
a  window  through  which  Windsor  Castle  can  be 
glimpsed.  The  face  and  his  expression  is  that  of  a 
business  man  rather  than  an  artist.  That  he  was, 
nevertheless,  romantic  and  sensitive  we  know 
from  his  work  and  his  record.  More  thai  either, 
the  fascinating  thing  about  Sir  Jeffry  V  yatville, 
to  which  this  volume  does  ample  just  .  e,  is  the 
strange  mixture  of  personal  qualities  reaching 
back  to  the  scholar  amateurs  of  the  English 
Renaissance  and  looking  forward  to  a  new 
concept  of  the  Architect  as  professional  manager 
and  public  servant.  denys  hinton 
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Angelica  Kauffman,  RA 
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A  biography 
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It  is  easy  to  like  Angelica  Kaurfman,  the  woman, 
no  less  than  her  work.  She  was  lavishly  endowed 
with  the  sort  of  gifts  which  separate  talented 
women  from  talented  men  -  beauty,  a  fine 
singing  voice,  animation  -  but  she  was  also 
equipped  to  make  her  way  in  a  competitive  and 
masculine  world  as  a  painter.  Her  father,  an 
undistinguished  artist  in  a  remote  Swiss  township, 
saw  to  it  that  his  daughter  was  exposed  to  the 
best  painterly  influences,  and  her  subsequent 
travels  into  the  sophisticated  outside  world  gave 
her  a  social  grace  which  unlocked  every  door. 
She  profited  greatly  from  the  teaching  and 
friendship  of  Winckelmarm,  and  developed  a 
good  mind  of  her  own.  All  this  added  up  to  a 
personality  exactly  right  for  the  times:  she 
became  the  darling  of  the  Neo-Classical  age. 

Lady  Mayer's  biography,  though  short,  is  rich 
in  information  and  insight.  She  is  less  reserved  in 
her  judgements  than  most  previous  devotees  but 
she  neither  gushes  nor,  in  the  absence  of  facts, 
goes  beyond  supposition.  As  a  character  whose 
name  was  linked,  as  the  newspapers  would  put 
it  nowadays,  to  some  of  the  most  glamorous 
men  of  the  age,  Angelica  must  be  a  tempting 
subject  for  the  historical-romantic  treatment. 
There  is  plenty  of  romance  in  Lady  Mayer's 
account  of  her,  but  she  emerges  as  a  woman  of 
practical  good  sense  as  well  as  of  extraordinary 
brilliance.  She  remains  one  of  the  small  handful  of 
women  painters  whom  no  one,  whether  scholar 
or  connoisseur,  enjoys  only  with  condescension. 

DENIS  THOMAS. 

Indian  Colonial  Silver 

European  Silversmiths  in  India  (1 790-1 860) 
By  Wynyard  R.  T.  Wilkinson 
Limited  edition. 

London:  argent  press.  £12.50 

The  study  of  European  (primarily  English  and 
Scottish)  silversmiths  working  in  India  has  long 
been  overdue,  and  Wynyard  Wilkinson's  book, 
covering  the  years  from  1790  to  i860,  must  be 
welcomed  as  a  worthwhile  beginning  to  a 
subject  that  deserves,  and  will  no  doubt  receive, 
much  more  attention.  The  youthful  author  has 
been  diligent  in  verifying  names  long  hidden 
under  aliases  bestowed  by  enthusiasts  for  Scottish 
provincial  and  other  silver,  notably  South 
African  and  Canadian.  He  has  sorted  out  makers 
and  given  than  reality  with  names  and  addresses, 
marks  and  examples  of  their  work.  He  has 
introduced  his  readers  to  the  tally  marks  used  by 
workmen,  those  '>dd  little  marks  which  so  often 
appear  alongside  the  'hallmarks',  and  he  has 
given  a  new  status  to  those  'hallmarks'  which  as  a 
rule  imitated  those  struck  in  Britain  but  which, 
because  of  their  lack  of  authority,  have  not 
infrequently  meant  that  colonial  silver  has  been 
broken  as  contravening  the  hallmarking  laws  of 
this  country. 

A  brief  introduction,  so  printed  that  it  seems 
to  want  to  spill  over  the  page,  is  all  that  Mr. 
Wilkinson  has  allowed  for  what  promises  to  be  a 
prolific  subject.  Having  been  brought  up  in  a 
colonial  atmosphere,  he  has  not  thought  fit  to 
record  information  that  more  insular  readers 
require,  and  has  rather  cavalierly  left  them  to 


glean  from  the  illustrations  some  of  the  major 
facts  about  the  silver  made  in  India:  that  most 
beakers  were  covered,  as  a  protection  against  dust 
and  insects;  that  pap  boats  and  infant  feeders  were 
of  a  peculiarly  Indian  pattern;  that  deep  pans, 
often  supplied  with  racks  for  coddling  eggs,  were 
basically  curry  saucepans;  and  that  there  are  a 
good  many  palpable  stylistic  similarities  that 
help  to  identify  Indian  colonial  silver  even  when 
the  marks  are  rubbed,  not  only  among  the 
typically  'Madras'  and  'Calcutta'  salt  and  pepper 
casters  which  alone  receive  a  short  critical  note. 

On  the  production  side,  the  book  is  cumber- 
some. The  illustrations,  fortunately  plentiful,  are 
mostly  so  enlarged  that  the  wares  appear  coarse, 
and  though  dimensions  are  given,  one  loses  a 
sense  of  their  actual  size.  Even  the  photographs  of 
the  marks  could  have  been  reduced  somewhaf 
without  impairing  their  usefulness.  Wider  mar- 
gins and  smaller  type  would,  indeed,  have  been 
easier  on  the  eye,  while  a  list  of  silversmiths  and 
dates,  alongside  their  marks,  or  vice-versa,  in 
index  form,  would  have  proved  invaluable  for 
quick  reference.  However,  as  a  first  record  of 
Indian  colonial  silversmithing,  Mr.  Wilkinson 
has  provided  a  much-needed  guide  to  marks  and 
makers  and  many  collectors  will  no  doubt  look 
forward  to  publication  of  his  further  researches  on 
Indian  and  other  colonial  silver  in  due  course. 

JUDITH  BANISTER. 


British  Romantic  Art 

By  Raymond  Lister 

246  pages,  102  illustrations 

London:  G.  bell  &  sons.  £6.50 

A  study  of  British  Romantic  Art  is  potentially 
valuable.  As  this  book  concerns  itself  with  litera- 
ture as  much  as  with  painting,  its  value  is  instantly 
diminished.  Mr.  Lister's  model  has  evidently  been 
Mario  Praz's  Romantic  Agony;  but  where  Profes- 
sor Praz  could  recognise  a  type  (such  as  Prome- 
thean Man,  one  of  Mr.  Lister's  favourites)  and 
then  analyse  its  development  and  mutations  with- 
in an  historical  context,  Mr.  Lister  has  been  con- 
tent to  notice  the  type  and  then,  by  means  of  long 
and  numerous  quotations  from  Blake,  link  it  to 
that  artist,  whom  he  presents  as  a  Universal 
Romantic  Man.  Blake  is  an  atypical  and  unrepre- 
sentative personality,  and  this  attempt  at  rehabilita- 
tion will  not  do.  It  is  no  justification  to  exalt  the 
range  of  his  skills  and  then  write : 

'In  view  of  the  range  and  brilliance  of  Blake's 
mind,  it  is  a  little  odd  to  find  some  people  still  ad- 
hering to  the  idea  that  he  was  mad  .  .  .  Nikolaus 
Pevsner  .  .  .  makes  some  curiously  inaccurate 
statements  about  Blake  .  .  .  But  then,  in  fairness,  it 
must  be  admitted  that  Blake  is  so  peculiarly 
English,  that  it  is  sometimes  difficult  for  others  to 
appreciate  him'.  (My  italics.) 

Forgetting  for  the  moment  that  Blake's  con- 
temporaries dubbed  him  'Dippy  William',  the 
main  information  gleaned  from  this  passage  is 
that  Mr.  Lister  has  no  time  for  Art  Historians,  or, 
for  that  matter,  Art-Historical  methods,  otherwise 
he  would  have  given  dates  to  the  plates.  This  is 
unfortunate.  The  result,  a  text  of  quotation,  opin- 
ion, and  'insights',  more  so.  Because  such  a  book 
is  superficially  attractive,  it  must  be  warned 
against. 

There  is  a  total  disregard  for  accuracy  or  defini- 
tion of  thought.  On  the  first  page  we  read  that: 
'Romanticism  is  a  notoriously  elusive  term  ...  a 
definition  in  the  dictionary  sense  is  impossible 


and  undesirable'.  This  bars  one  of  the  areas  in 
which  profitable  discussion  may  be  had,  and 
allows  the  words  'Romantic',  and  'Romanticism' 
to  be  used  with  a  liberality  that  divests  them  of 
meaning.  Perhaps  with  this  book  it  does  not 
matter,  as  Mr.  Lister  seems  wary  of  logical 
argument. 

A  case  in  point  is  his  analysis  of  Wilson's  Cader 
Idrys.  As  this  work  is  unrepresentative,  it  is  an  un- 
happy choice.  In  it,  we  read,  Wilson  '.  .  .  .  has 
awakened  the  inner  poetic  reality  of  his  subject, 
which  he  has  joined  subtly  to  its  outer  and  physi- 
cal form'.  This  statement  is  meaningless.  It  is  used 
as  the  justification  for  next  stating  that  Wilson 
'seems  to  anticipate  Blake's  conception  of  the 
sublime  .  .  .  ';  thereby  allowing  the  author  to 
'analyse'  the  abstract  qualities  of  the  painting,  and 
to  construct  a  verbal  house  of  cards  as  the  basis 
from  which  Wilson  is  linked  with  artists  of  dis- 
similar aims,  such  as  Cotman.  This  is  an  aspect  of 
the  same  attitude  that  allows  Mr.  Lister  to  avoid  a 
useful  discussion  whenever  possible.  Keat's  Ode  to 
Psyche  is  incorrectly  noted  as  having  a  'Claude- 
like setting'.  The  similarity  is  more  with  the  land- 
scape of  Coleridge's  Kubla  Khan,  but  this  poem  is 
only  mentioned  in  the  book  because  it  is  a  'dream 
poem'.  These  literary  landscapes,  in  turn,  partake 
of  the  spirit  and  effect  of,  for  example,  Wilson's 
Solitude,  and  various,  complex,  picturesque  con- 
ventions, rather  than  being  anything  other  than 
distantly  related  to  Claude.  Therefore,  where  the 
transformation  of  the  Arcadian  tradition  under  an 
oriental  influence  (which  is  only  one  side  of  the 
story)  might  have  been  explored,  the  argument  is 
still-born.  Mr.  Lister  is  unclear  about  the  Pastoral 
anyway.  Otherwise  he  would  not  have  described  I 
the  frontispiece  to  Bloomfield's  Farmer's  Boy  as  an  I 
'idyllic  glimpse  of  the  pastoral  spirit',  which  it  is  I 
not.  The  woodcut  is  drawn  in  a  convention  that  I 
certainly  partakes  of  the  Virgilian  Pastoral,  but  I 
partakes  of  it  through  vulgarised  sources;  among  I 
them,  Gainsborough's  early  landscapes.  However,  * 
nowhere  in  the  book  is  there  any  explanation  of 
what  the  'pastoral  spirit'  is,  (it  could  be  dandelion 
wine),  how  it  originated,  how  it  changed,  who 
changed  it,  and  in  what  way  these  permutations 
of  a  classical  tradition  were  important. 

The  ability  to  refrain  from  worthwhile  argu7 
ment  is  the  main  failing  of  the  book.  There  are 
others,  which  will  be  dealt  with  more  briefly.  It  is 
not  useful  to  see  the  revival  of  certain  myths.  We 
have  Turner  'obsessed  with  light',  rather  than 
with  Art,  and  we  have  the  Artist  as  Superman  (or 
Prometheus).  The  term  'Romantic  era'  occurs 
frequently,  but  is  meaningless  without  analysis  of 
the  chronological  development  of  the  phenomen- 
on known  by  Mr.  Lister  as  the  'Romantic  move- 
ment'. The  exhibition  of  English  Romantic  Art  in 
Paris  showed  the  difficulties  in  trying  to  speak  of 
such  a  movement.  The  Classical-Romantic  anti- 
thesis is  resurrected  on  its  most  banal  terms,  while 
Goethe's  definition  is  ignored,  and  to  illustrate  it 
Mr.  Lister  uses  David  and  Ingres  as  examples  of 
full-blown  classical  artists.  This  does  not  demon-  I 
strate  acute  perception.  Furthermore,  if  a  central  ] 
figure  was  essential  to  the  book,  might  it  not  have  ; 
been  wiser  to  use  Reynolds? 

There  is  a  useful  chronological  table,  a  good  | 
checklist  of  artists,  and  the  plates  are  of  good  l| 
quality.  The  bibliography  is  adequate,  yet,  in  a  1 
book  where  Blake  plays  the  major  part,  it  is  a  little 
surprising  to  find  no  mention  of  David  Bindman's 
Fitzwilliam  Catalogue,  or  the  books  by  Northrop 
Frye,  and  Sir  Anthony  Blunt. 

MICHAEL  ROSENTHAL. 
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International  Exhibition 
of  Art  Treasures 


fAs  part  of  the  celebrations  marking  1,000  years  of  English  Monarchy,  the  British  Antique  Dealer's  Association,  under  the  patronage  of 
.3INOA,  is  arranging  an  exhibition  in  the  Assembly  Rooms,  Bath,  from  August  1 1  until  September  8.  Exhibits  will  be  coming  from  all 
irver  the  world,  many  from  private  collections,  and  tins  promises  to  be  the  most  important  occasion  of  its  kind  in  Britain  since  a  similar 
•'xhibition  at  the  Victoria  and  Albert  Museum  in  1962. 


Mcon  of  St.  Anthony, 
[Constantinople,  thirteenth  century, 
Signed  'Paul', 
Mi6x  13  inches. 


German  silver-gilt  ewer  and  basin 
by  Johann  Christoph  Treffler, 
Augsburg,  c.  1685. 


English  glass  goblet, 
engraved  in 
diamond  point 
with  the  bust  of 
Queen  Anne, 
height  7!  inches. 


English  'Harlequin' 
Pembroke  table, 
c.  1790, 
veneered  and  inlaid 
and  with  rising 
drawers, 
height  28  inches. 
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connoisseur's 
diary 


Industrial  Sponsors  -  First  Contact 

Industrial  Sponsors  is  a  registered  charity  intended 
as  a  link  between  artists  and  leaders  of  industry 
and  local  government.  Helped  by  sympathetic 
firms  and  organisations  in  London  and  the 
regions,  it  holds  non-percentage- taking  shows  of 
current  art  developments  at  which  exhibitors  are 
able  to  introduce  their  work  to  key  businessmen 
and  authority  officials.  With  Lord  Burntwood  as 
Chairman  and  Sybil  Jeger  as  Honorary  Secretary, 
the  project  was  launched  in  November  1972: 
Stephenson,  Jordan  and  Harrison  lent  their 
premises  at  Brook  House,  Park  Lane,  for  the 
first  exhibition  prepared  by  Ronald  Alley, 
Keeper  of  the  Modern  Collection  at  the  Tate 
Gallery.  A  second  event  was  organised  at  Free- 
man's Mail  Order  in  Peterborough  by  Marina 
Vaizey,  critic  for  the  Financial  Times,  and  a  third  at 
the  Wellcome  Foundation  in  London  was 
opened  by  Lord  Goodman  and  arranged  by 
Edward  Lucie  Smith.  Victor  Feather,  himself  an 
active  patron  of  the  arts,  has  offered  Congress 
House  for  a  major  exhibition  of  contemporary  art  at 
the  TUC.  It  will  take  place  from  July  g  to  July  13, 
and  is  to  be  selected  by  Ronald  Alley,  Marina 
Vaizey  and  Georgina  Oliver,  a  freelance  art 
writer. 


American  avant-garde 

An  extraordinarily  interesting  loan  exhibition 
opened  at  Wildenstcin's  (147  New  Bond  Street) 
late  in  June  and  continues  until  July  21,  From 
the  Columbus  Gallery  of  Fine  Arts,  Ohio,  it 
comprises  rather  more  than  fifty  paintings  from 
the  collection  of  Ferdinand  Howald,  one  of  those 
Americans  for  whom  the  famous  New  York 
Armory  Show  of  1913  was  a  revelation.  Al- 
though this  show  is  best  remembered  as  the 
introduction  to  America  of  the  Fauves  and 
Cubists  its  primary  purpose  was  in  fact  to  show 
the  work  of  the  modem  American  painters. 
Howald  had  made  a  fortune  in  mining  and  once 
determined  to  collect  the  work  of  living  artists 
could  not  be  dcllectcd  from  this:  for  a  time  he 
supported  Man  Ray  and  Rockwell  Kent.  There 
arc  some  marvellous  pictures  in  this  exhibition, 
including  work  by  Picasso,  Braque,  Matisse, 
Pascin;  but  it  is  especially  interesting  for 
Europeans  in  its  selection  of  paintings  by  some  of 
the  Americans  whose  work  is  little  known  here: 
Charles  Denwth,  William  Glackens,  Marsdcn 
Hartley  and  Maurice  Brazcl  Prcndergast,  for 
instance. 


Restoration  and  conservation 

A  special  exhibition  at  the  British  Museum, 
commemorates  the  fiftieth  anniversary  of  the 
foundation  of  its  Research  Laboratory.  Originally 
set  up  to  deal  with  the  restoration  problems  that 


David  Coombs 

arose  after  the  storage  of  much  of  the  Museum's 
collections  underground  during  the  First  World 
War,  the  Laboratory  now  deals  with  a  host  of 
new  concerns  that  result  from  the  advance  of 
knowledge  and  the  development  of  technique. 
Many  of  these  are  illustrated  in  this  exhibition 
(open  until  2  September).  For  instance:  the  use  of 
modern  synthetic  materials  for  the  repair  of 
fragile  and  damaged  antiquities;  by  X-ray 
diffraction  it  has  been  possible  to  classify  English 
porcelains  on  the  basis  of  the  nature  of  their  body 
paste;  metallography  has  shown  that  amidst  a 
hoard  of  ancient  coins  there  were  a  number  of 
contemporary  forgeries;  radiocarbon  dating  has 
been  used  to  give  a  more  precise  date  to  Stone- 
henge;  thermoluminescence  to  date  and  thus  to 
authenticate  Greek  pottery  figurines;  and  finally, 
for  the  purposes  of  scholarship  a  method  of 
making  replicas  has  been  evolved,  using  electro- 
forming,  which  makes  it  difficult  to  distinguish 
between  the  original  and  the  modern. 


The  revival  of  interest  in  commemorative  medals 
has  not,  so  far,  been  accompanied  by  any  general 
improvement  in  the  standard  of  design  which 
remains  firmly  traditional,  even  dull.  With  a 
view  to  arousing  the  interest  of  modern 
designers  in  this  difficult  art,  and  of  public 
bodies  which  commission  medals  on  occasion, 
sometimes  as  a  means  of  raising  funds,  an 
exhibition  Medals  Today  is  being  held  at 
Goldsmiths'  Hall,  Fetter  Lane,  ECI,  from  10  to 
27  July.  This  is  being  mounted  in  co-operation 
with  the  Royal  Mint  and  includes  examples  by 
many  past  masters  of  this  art  as  well  as  modern 
medals  from  all  over  the  world,  some  of  them 
specially  commissioned:  like  the  Fruitful  and 
Pollution  Trees  by  Geoffrey  Clarke, 
illustrated  here. 


One  hundred  and  more  Master  Drawings  from 
the  1 6th  to  19th  century  are  exhibited  by 
Mr.  Adolphe  Stein  at  the  H.  Terry-Engell  Gallery 
(8  Bury  Street,  St.  James's,  S.W.i)  from  3  to  the 
19  July.  A  very  important  18th  century  French 
drawing  once  attributed  to  Chardin  shows  three 
connoisseurs  examining  some  drawings,  and 
there  is  a  glorious,  voluptuous,  classical  nude  by 
Pierre  Paul  Prudhon,  of  his  pupil  and  mistress 
Constance  Mayer  (illustrated). 
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IN  THE 
GALLERIES 


Painting  in  England  1630-1870 
>  Junc-13  July  1973 
Thomas  Agnevv  and  Sons, 
Old  Bond  Street,  w  i 
Reviewed  by  david  coombs 

It  is  a  sign  of  the  times,  of  a  more  sophisticated 
buying  public,  that  three  fine  late  seventeenth- 
century  portraits  (of  the  Percival  brothers)  can  be 
included  in  this  exhibition  unattributed ;  they  will 
therefore  be  bought  as  good  pictures  in  their  own 
right  and  not  because  they  are  by  anybody  in 
particular  -  though  they  should  provide  the  art- 
historians  with  a  goodly  challenge.  An  earlier 
picture  of  The  Thames  at  Westminster  Stairs  is 
signed  and  dated  1637  by  Claude  de  Jongh.  It  is  a 
fascinating  and  rare  document  of  early  London : 
there  are  two  related  drawings  in  the  Royal 
Collection  at  Windsor  Castle.  An  enchanting 
portrait  of  a  girl  and  a  spaniel  by  Nathanial 
Dance  compares  with  that  of  a  very  stately  young 
lady  Miss  Sarah  Campbell  by  Sir  Joshua  Reynolds, 
which  was  engraved  in  mezzotint  by  Valentine 
Green.  The  re-opening  of  the  Crystal  Palace  at 
Sydenham  in  May  1854  is  commemorated  by 
David  Roberts  in  a  typical  oil  sketch  done  with 
the  facility  of  the  great  watercolourist  that  he 
was ;  all  the  principal  participants  are  named  on  the 
sketch  -  perhaps  it  was  done  in  preparation  for  a 
large  oil,  all  trace  of  which  now  seems  to  have 
been  lost. 

A  delightful  little  Hogarth  portrait  of  the 
Pascall  family  was  previously  known  only  from 
an  illustration  in  Walter  Shaw  Sparrow's 
Angling  in  British  Art  -  a  curious  sidelight  on  our 
native  taste.  A  large  and  very  grand  Turner 
Ancient  Italy  -  Ovid  banished  from  Rome  was 
originally  exhibited  with  a  pair  Modem  Italy  (now 
in  Glasgow)  and  which  together  seem  to  have 
been  a  comment  on  the  decadence  of  religion: 
either  way  this  stands  as  a  pictorial  masterpiece 
in  its  own  right.  There  is  one  of  the  rare  oils  by 
Peter  de  Wint  and  a  large  and  famous  oil  by 
Old  Crome  Moonlight  on  the  Yarc.  The  history 


I.  JOHANN  ZOFFANY. 

Rev  Randall  Borroughs  and  his  son  Ellis. 
28  x  35  inches.  Thos  Agnew  and  Sons. 


painter  William  Hamilton  is  represented  by  a 
haunting  and  luscious  oil  of  Musidora  commis- 
sioned by  the  publisher  P.  W.  Tompkins  as  an 
illustration  for  his  1797  edition  of  Francis 
Thomson's  Seasons.  There  is  a  fascinating  double 
portrait  by  Kneller  of  Thomas  Byde  of  Ware 
Park  and  his  second  wife  -  he  the  prosperous, 
mature,  dignified  man,  she,  young,  vulnerable, 
barely  adult  and  looking  half  his  age.  Finally,  the 
Zoffany  portrait  illustrated  here  -  pure  delight. 


The  Indefatigable  Mr.  Allan 

3july-i7july  1973 
The  Town  Hall,  Alloa 
Reviewed  by  john  gash 

The  Scottish  Arts  Council  Gallery,  Edinburgh, 

31  Mar.  -  22  April. 

Glasgow  Art  Gallery  &  Museum, 

28  April  -  2j  May. 

City  Art  Gallery,  Dundee,  2  June-  jo  June. 
Ever  since  T.  Crouther  Gordon's  monograph  ot 
1951,  David  Allan  has  been  recognised  as  a  major 
figure  of  the  Scottish  18th  century,  but  this  is  the 
first  full-scale  exhibition  (organised  by  the 
Scottish  Arts  Council)  devoted  to  his  work,  and 
as  such  it  inevitably  helps  to  clarify  the  nature  of 
his  talent.  This  process  of  definition  is  supple- 
mented by  new  written  material  and  a  full 
inventory,  included  in  Basil  Skinner's  perceptive 
catalogue. 

Allan  emerges  from  the  examination  as  a 
painter  of  vigour  and  imagination  but  not,  as 
Burns  claimed,  of  genius.  His  dilemma  seems  to 
have  been  one  common  to  his  century:  how  to 
mould  a  consistent  and  meaningful  idiom  out  of  a 
diffuse  tradition,  in  the  light  of  new  intellectual 
and  contentual  preoccupations.  Yet  Allan's  effort 
was  more  diversified  than  most,  and  the  exhibi- 
tion shows  how  it  became  more  so  as  his  career 
progressed.  His  return  from  Italy  in  1777  marks 
the  great  divide.  Before  that  date  he  had  devel- 
oped in  Rome  a  consummate,  Neo-classical 
manner  which,  if  occasionally  marred  by  an 
uncertain  grasp  of  design,  was  capable  of  produc- 
ing images  as  fresh  and  forceful  as  the  Set) 
Portrait  of  1770  (illustrated)  and  the  widely- 
known  Origin  oj  Painting.  Once  back  in  Scotland, 
however,  the  demands  of  patronage  seem  to  have 
combined  with  a  restless  intelligence  in  creating 
capricious  variations  on  Zoffany,  Reynolds, 
Ramsay  and  the  French  Rococo  portraitists.  Yet 
however  badly  drawn  -  and  the  Glasgow  Art 
r  ""ry's  Lady  Grant  errs  so  greatly  on  the  side 
'roportion  that  one  feels  tempted  to 
interpret  it  in  terms  of  Mannerist  dislocation  or 
Fxpressionist  distortion  -  many  of  these  portraits 
and  portrait  groups  are  rich  in  evocative  acces- 
sories and  almost  anecdotal  detail.  And,  as  such, 
they  are  linked  to  the  »enre,  pastoral  and 


romantic-historical  paintings  which  form  the 
imaginative  core  of  his  second  Scottish  Period. 
It  is  as  Scotland's  first  genre  painter  that  he  is 
billed  by  the  organisers  of  the  exhibition  (who 
present  some  interesting  photographic  analogies 
with  the  subsequent  work  of  Wilkie),  and  it  is  in 
his  transposition  of  the  Italian  popular  print 
tradition  into  'new  subjects,  particularly  of  the 
Scottish  manners'  that  Allan  is  at  his  most 
original.  When  heart  and  brush  were  so  obviously 
in  harmony  his  poor  draughtsmanship  became 
less  obtrusive,  and  the  relish  he  had  brought  to 
his  Italian  drawings  of  street  cries,  provincial 
types  and  the  Roman  Carnival  is  fully  per- 
petuated in  Scottish  genre  scenes  like  The  Penny 
Wedding  (1795).  What  Allan  lacks  in  creative- 
certainty  and  technical  poise,  he  makes  up  for  in 
the  rare  blend  of  humour  and  sentiment  which 
characterizes  this  final,  patriotic  vision. 


2.  David  Allan,  Self-portrait ,  1770. 
Loaned  by  the  Royal  Scottish  Academy. 


Paintings  by  Old  Masters 

2  May-July  1973 

Brian  Koetser  Gallery, 

38  Duke  Street,  St.  James's,  swi 

Reviewed  by  Nicholas  ushekwood 

This  exhibition  of  fifty-two  paintings  is  devoted 
almost  exclusively  to  Dutch  and  emish  paint- 
ing of  the  late  16th  and  17th  centu,  ics.  The  effect 
of  such  concentration  is  to  emphasise  yet  again 
the  extraordinary  strength  in  depth  of  this  school 
for  while  there  are  only  comparatively  few  works 
by  major  artists  in  the  show  it  still  contains  very 
many  works  of  considerable  beauty  and  quite 
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3.  ISAAK  VAN  RUISDAEL. 

I  'ieti'  of  the  Town  of  Egmond, 
signed  and  dated  1645.  Brian  Koctscr. 


remarkable  technical  virtuosity.  One  of  the 
reasons  for  this  perhaps  lies  in  the  very  great 
degree  of  specialisation  -  landscape,  portrait, 
genre,  flower,  seascape,  still  life  etc.,  that  is  such  a 
characteristic  of  the  school.  By  confining  them- 
selves to  a  limited  range  of  subject  matter  and  to 
strict  compositional  formulae,  Dutch  artists 
allowed  themselves  time  to  concentrate  on  the 
things  they  were  best  at  doing,  in  particular  the 
detailed  rendering  of  various  aspects  of  the 
material  world.  This  they  did  to  such  effect  that 
some  of  the  very  real  intellectual  limitations  of 
their  work  as  a  result  ceased  to  matter  too  much. 
Indeed  it  was  not  until  the  late  17th  century  when 
they  started  to  attempt  rather  more  complex  and 
ambitious  compositional  schemes  and  subjects 
for  their  paintings  that  the  school,  as  a  whole, 
seriously  began  to  lose  its  strength  and  vitality. 

How  this  specialisation  worked  in  practise  is 
clearly  seen,  for  example,  in  the  very  fine  little 
landscape  by  Jan  Wynants,  A  Summer  Land- 
scape, showing  the  very  familiar  compositional 
idea  he  worked  out  for  himself  and  repeated 
more  or  less  continuously  in  various  combina- 
tions -  a  raised  up  hummock  of  ground  with  a 
gnarled  tree  silhouetted  against  a  light  sky  and 
picturesque  figures.  What  marks  this  painting 
out  however  is  the  marvellous  rendering  of 
atmospheric  effects,  of  the  movement  of  light  and 
shade  across  the  landscape.  Similar  preoccupations 
but  with  totally  differing  results,  can  be  found  in 
a  rare  and  very  grand  painting  by  Isaak  van 
Ruisdacl  View  of  the  Town  of  Egmond,  showing 
just  how  much  flexibility  was  allowed  to  artists 
by  these  conditions  of  work.  It  can  be  seen  too 
in  other  subject  areas,  for  example  in  two 
good  seascapes  by  Rietschoof  and  Pceters,  two 
cool  and  severe  church  interiors  by  Peter  Ncefs 
and  Hcndrick  /an  Stccnwyck,  two  attractive 
Daniel  Seghcr  flower  paintings  and  two 
examples  of  that  attractive  sub-category  of  this 
genre  in  which  a  noted  specialist  flower- 
painter  combines  bis  talents  with  that  of  a  figure 
painter.  The  prettiest  is  the  Garland  oj  Elowers 
in  which  [an  Breughel  II  provides  the  floral 
surround  to  a  little  oval  of  the  Holy  Family  by 
Hcndrick  van  Balcn.  A  rarer  category  generally 
is  the  bird-painting  but  this  exhibition  contains 
one  superb  example  which  must  be  mentioned, 
the  Exotic  and  Domestic  Birds  of  1716  by 
Bisschop  -  a  large  and  dazzlingly  virtuoso  piece 
ofwork. 

It  is  perhaps  in  portrait  and  figure  painting 
however  that  the  exhibition  has  its  works  of 
greatest  individual  quality  and  among  these  the 
Nicolas  Maes'  portrait   The  Wife  of  Jan  van 


Roycn,  simple,  subtle  and  impressive,  stands  out. 
Somewhat  slighter  but  equally  full  of  presence  is 
Jacob  Cuyp's  Young  Lady  with  Iter  Dog  and 
Pieter  van  Slingeland's  Tlie  Lace  Maker. 
Slingeland's  master  was  Dou  and  though  this 
owes  much,  compositionally,  to  him  it  is  quite 
Don's  equal  in  its  accomplishment. 

Finally  some  mention  must  be  made  of  a  small 
but  excellent  group  of  late  16th  century  Man- 
nerist paintings.  They  include  a  curiously  menac- 
ing little  Jan  Breughel  I  of  Travellers  Meeting 
and  an  intensely  rich  and  green  little  landscape  by 
Jan  Konig,  very  akin  to  Elsheimer  in  spirit. 
Quite  the  most  outstanding  among  them  though 
is  the  Mountain  Landscape  by  Martin  Ryckaert. 
It  contains  a  whole  idyllic  universe  in  a  space  no 
more  than  sJ X 6\  inches! 


Chelsea  River 

1-26  May  1973 
Michael  Parkin  Fine  Art, 
1 5  Halkin  Arcade,  swi 
Reviewed  by  denis  thomas 

This  was  an  exhibition  rich  in  sentimental 
hindsight,  both  for  collectors  and  conservationists. 
What  ever  happened  to  that  stretch  of  river  that 
once  upon  a  time  prompted  Turner,  Whistler, 
the  Impressionists,  and  before  them  Canaletto  to 
sit  down  and  paint  it?  Or  has  nothing  much 
happened  except  that  we  have  done  away  with 
the  fogs  which  used  to  shroud  it  in  romantic 
melancholy?  Perhaps  it  was  always  an  essentially 
industrial  river  anyway,  only  the  grime  and 
clutter  of  steam  boats  and  sailing  barges  was  more 
picturesque  than  oil  slicks  and  diesel  engines. 

The  bridges  still  stir  affectionate  memories  - 
Battersea  figured  largely  in  Mr.  Parkin's  exhibi- 
tion of  etchings,  lithographs,  drawings  and  water- 
colours,  in  examples  by  Goodwin,  Sherborn  and 
Watson.  So  do  the  pubs,  depicted  in  drawings  by 
Walter  William  Burgess,  Goodwin  (again)  and 
Henry  and  Walter  Greaves.  This  pair  of  in- 
digenous Chelsea  worthies  have  become  col- 
lectors' quarry,  as  much  for  their  fashionable  lack 
of  sophistication  as  for  their  subject  matter.  The 
Whistler  etchings  are  famous  and  sought  after, 
but  scarcely  less  interesting  is  their  enduring 
influence:  no  one  who  has  drawn  or  etched  the 
Thames  since  is  entirely  free  from  it.  At  least  one 
veteran  Chelsea  artist,  Alfred  Thomson,  born 
fifty  years  after  Whistler  and  represented  in  this 
exhibition,  has  his  roots  in  those  times.  He  has 
lived  to  sec  the  fish  come  back  to  the  Thames. 


4.  Walter  Greaves. 
Towards  Battersea  Bridge,  1872, 
etching  sh  x  ll  inches. 
Parkin  Gallery 


205th  Summer  Exhibition 

5  May-29july  1973 
Royal  Academy  of  Arts 
Piccadilly,  wi 

Reviewed  by  david  coomds 


Record  sales  figures  go  a  long  way  to  confirming 
this  giant  exhibition  as  one  which  probably  has 
something  for  everyone  -  even  the  hanging  has 
risen  to  new  heights  of  subtlety  and  skill.  Walking 
round  the  galleries  one  is  first  confronted  by  a 
tall,  thin  portrait  of  Lord  Redclijfc-Maude  by 
Ruskin  Spear,  and  then  by  a  charming  evocation 
of  a  Childhood  Memory  by  Eileen  Aldridgc  with  a 
little  girl  clasping  the  hands  of  her  mother  and  a 
favourite  nanny  (perhaps).  There  is  an  amusing 
collage  and  gouache  by  Hanna  Weil  Collector's 
Breakfast  and  a  splendid  study  by  Christopher 
Sanders  of  Two  Poppies,  red  contrasted  with  a 
lush  green  background  and  a  clutch  of  mauve 
irises. 

The  proposed  elevation  by  H.  T.  Cadbury- 
Brown  for  a  New  Studio  Building  for  the  Royal 
College  of  Art  is  a  rare  example  of  good  architec- 
tural manners  in  a  difficult  situation,  where  an 
important  modern  building  has  to  harmonise 
with  substantial  older  architecture.  Like  sensi- 
tivity is  shown  in  the  model  for  new  development 
in  a  conservation  area  at  Rye,  Sussex  by  Ralph  D. 
Wood.  There  is  a  romantic  and  tiny  moonlit 
pastel,  Larkhill,  almost  a  silhouette,  by  Robert 
Littleford,  and  splendid  'old-fashioned'  piece  of 
drawing  by  Eric  Schilsky,  a  nude  Study  for 
Statuette.  In  the  little  room  there  is  a  small, 
meticulous  and  very  charming  oil  of  Pansies  by 
Brenda  L.  King. 

John  Ward  adopts  a  very  complicated  com- 
position for  Le  Camping,  a  beach  scene  full  of  life 
and  interest,  in  contrast  with  a  beautiful,  gentle 
little  watercolour  by  Edward  Ardizzone  A 
Boatyard  on  Windermere  full  of  grey  colours  lit 
by  pink  cherry  blossom.  A  most  effective  trompe 
I'oeil  by  Robert  Jones  Realism:  an  Impression 
lovingly  evokes  the  youthful,  transient  beauties 
of  a  stunning  dark-haired  girl.  Tom  Dcarden's 
The  Petrel  appears  to  be  a  self-portrait  set  in  a  flat 
and  bleak  winter  shorescape  with  an  isolated 
cottage  at  the  water's  edge  and  the  bird  itself  : 
high  overhead. 

There  is  a  very  touching  three-quarter  length 
terracotta  by  Karin  Jonzen  Brooding  Girl,  and  a 
subtle  and  gently  witty  double  portrait  of  Mr.  and 
Mrs.  Ben  Levene  in  a  polygonal  canvas  by  I 
Anthony  Green.  A  very  striking  sculpture  by 
John  W.  Mills  is  of  Buster  Keaton's  General, 
life-size  in  ciment  fondu  but  two  dimensional  in 
form  like  the  films.  An  extraordinarily  powerful 
painting  by  James  Stroudley  Passing  Storm,  j 
Saltdcau  is  without  human  presence  -  the 
elements  all  pervading,  man-made  structures  the 
sole  resistant  force.  Jean  E.  Cooke  must  be  a 
romantic:  her  title  When  the  wind  blows  my 
garden  is  an  ocean  with  waves  and  surf  and  whirling 
things  describes  her  picture  faithfully. 

There  is  a  very  amusing  little  bronze  Asparagus  . 
Garden  by  William  D.  Figg.  Another  notable 
bronze  is  a  relief  by  David  McFall  Les  Belles  de  la 
Maison  taken  from  a  daguerrotypc ;  and  of  three 
small  bronzes  by  James  Butler  the  most  charming, 
Portrait  of  Kate  seated  is  illustrated  here.  Of  the 
prints:  there  is  an  enchanting  aquatint  by 
Graham  A.  Clarke  Dance  by  the  light  of  the  moon ; 
an  etching  aquatint  Poolsidc  with  huge  water- 
lilies   is  full  of  mystery;  and  an  apparently 
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5.  James  Butler.  Portrait  of  Kate  seated, 
resin  for  bronze.  Royal  Academy  oj  Arts. 

traditional  etching  Fair  View,  Oswaldkirk, 
Ryedale,  Yorkshire,  has  a  slight  and  sensitive  touch 
of  sweetness  in  two  small  touches  of  colour 
amidst  all  the  sepia  -  a  little  boy  and  girl  in  blue 
and  red. 

As  a  bonus  to  visitors  in  July,  the  Royal 
Academy  is  commemorating  the  250th  anniver- 
sary of  the  birth  of  its  first  President  Sir  Joshua 
Reynolds  with  a  special  exhibition  -  open  until 
the  end  of  the  month. 


Welfare  State 

19  May-28  May  1973 
Serpentine  Gallery, 
Kensington  Gardens,  London  W2 
Reviewed  by  peter  fuller 

Sadly,  this  is  a  review  of  an  event  that  never  was. 
Th'^  Welfare  State,  that  intrepid  Fine  Art  Circus 
co-ordinated  by  John  Fox,  was  due  to  entertain 
and  delight  the  summer  crowds  in  the  park, 
around  the  Serpentine  Gallery,  when  the  Depart- 
ment of  the  Environment  decreed  that  it  should 
not  be. 

The  Department's  bureaucratic  mind  remains 
unfathomable,  or  all  to  transparent,  depending  on 
one's  political  positions.  The  fact  remains  that  the 
outdoor  events  had  proved  a  high-spot  of  the 
Serpentine's  programme.  One  remembers,  par- 
ticularly, the  enormous  pleasure  provided  by 
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6.  Telegram  from  Welfare  State. 

Arts  Council  of  Great  Britain.  Serpentine  Gallery. 


Action  Space,  with  their  giant  inflatable},  But 
now,  this  Government  body,  all  too  ready  to 
allow  repressive  and  destructive  organisations 
like  the  Festival  of  Light  to  pollute  the  parks,  has 
put  an  end  to  it  all. 

The  abandoned  Welfare  State  programme 
looked  good.  In  the  absence  of  official  co- 
operation, they  used  the  gallery  space  to  give  a 
presentation  of  their  work  in  film,  photographs 
and  documents.  The  group,  consisting  of  about 
12  full-time  workers,  then  defiantly  went  ahead 
with  its  schedule  in  Burnley,  presenting  its  Big 
Top,  its  processional  theatre,  its  Labyrinth,  its 
'catacombs  of  miserable  nostalgia',  and  its  Arena 
of  Gladiators.  In  addition,  visitors  were  promised 
the  warped  King  of  Muzak,  the  Bird  Woman  on 
the  tightrope  over  the  Aviary  of  Time,  and  the 
Ghost  Brass  Band  which  played  'Abide  with  Me', 
forever. 

For  all  its  carnival  trappings,  the  Welfare  State 
is  a  serious  group,  which  works  within  situations, 
always  performing  on  the  tenuous  border-line 
between  performance  and  live  intervention.  Of 
course,  all  that  one  got  from  the  Serpentine  show 
itself  was  a  shadowy  fragment.  'Before  the  ban,' 
the  hand-out  explained,  'Welfare  State  had 
intended  to  erect  its  big  top  to  contain  a  surreal 
garden  as  a  lyrical  counterpart  to  a  more  disturb- 
ing labyrinth  within  the  Gallery  itself.  By  a 
strange  irony,  the  repressive  enclosed  space  was 
all  that  it  was  allowed. 

I  cannot  assess  Welfare  State's  big  top,  not 
having  seen  it.  But  on  other  occasions  when  I 
have  watched  the  group  work  I  have  been 
greatly  impressed  by  their  ability  to  involve, 
interest,  and  excite  a  potentially  indifferent 
audience.  The  real  issue  posed  by  the  'Beauty  and 
the  Beast'  presentation  is  simply  this.  Is  the 
Department  of  the  Environment,  so  manifestly 
partial,  and  so  appallingly  inept  at  performing  its 
primary  functions,  to  be  allowed  to  act  as  a 
censor  in  this  way?  The  huge  crowds  at  former 
Serpentine  outdoor  functions  lead  inevitable 
conclusion.  For  the  state,  progressive,  questioning 
avant-garde  activity  is  permissible,  only  so  long 
as  it  involves  a  tiny  minority  of  the  population. 
When  a  large  number  of  people  become 
interested,  as  they  did  at  the  Serpentine,  then  the 
authorities  clamp  down.  The  activity  has  become 
too  dangerous  for  the  prevailing  ideology.  In  an 
issue  of  this  kind  one  simply  has  to  decide  which 
'welfare  state'  one  wishes  to  support:  the  one 
which  seeks  to  break-down  human  alienation,  or 
that  which  wishes  to  perpetuate  it. 


Paul  Nash 

until  24J1111C 

and  subsequent  tour 

The  Tate  Gallery, 

Millbank,  swi 

Reviewed  by  marina  vaizey 

May  and  June  have  seen  a  flurry  of  exhibitions  of 
various  aspects  of  the  work  of  the  artist  Paul  Nash 
(1889-1946)  and  the  publication  of  related  books. 
The  most  startling  of  these  exhibitions  is  un- 
doubtedly the  collection  of  nearly  100  photo- 
graphs, taken  over  the  period  1930-1941,  with  a 
s.iiiplc  American  no.  1  A  pocket  Kodak  series 
camera,  at  the  Tate  until  24  June  and  subse- 
quently on  tour  in  Europe  and  Great  Britain  for 
three  years. 

The  exhibition,  mounted  by  the  enterprising 
new  Archive  Department  at  the  Tate  (also 


currently  responsible  for  a  modest,  instructive 
and  helpful  exhibition  from  the  Tate's  own 
collection,  Modernism  in  Britain  1910-1920)  is 
accompanied  by  a  leaflet  and  more  importantly, 
an  exceptionally  lucid  book  by  Andrew  Causey: 
Paul  Nash's  photographs  Document  and  Image  (Tate 
Gallery  Publications,  ,£1-25).  Mr.  Causey  is  also 
the  author  of  the  important  Nash  catalogue  for 
the  Northern  Arts  exhibition  of  Paul  Nash  held 
in  1 971,  and  is  working  on  what  promises  to  be 
the  definitive  book  on  the  artist,  which  hopefully 
will  coincide  with  the  major  Tate  retrospective 
on  all  aspects  of  Nash's  art  to  be  held  in  several 
years  time.  I  mention  this  because  Andrew 
Causey  is  one  of  the  few  highly  literate,  highly 
readable  and  highly  scholarly  art  historians  of  the 
new  generation,  devoted  to  the  art  of  this  century. 
His  essay  on  the  Nash  photographs  is  as  lucid  as 
his  subject's  images. 

There  arc  several  major  questions  raised  by  the 
present  Tate  exhibition.  As  far  as  I  know,  it  is  the 
first  exhibition  of  photographs  to  be  held  at  the 
Tate,  which  leads  to  the  hope  that  it  may  set  a 
valuable  precedent  for  future  exhibitions  of 
photographs,  whether  by  artists  who  call  them- 


7.  Paul  Nash.  Atlantic  Voyage,  193 1, 
photograph.  Tate  Gallery. 

selves  photographers,  photographers  who  call 
themselves  artists,  artists'  photographs  or  photo- 
graphers' photographs.  Photographic  imagery  has 
become  increasingly  important  in  the  work  of 
artists  like  Richard  Hamilton,  in  the  new  world  of 
contemporary  print  making  and  in  the  work  of 
artists,  examples  of  which  have  recently  been 
acquired  by  the  Tate  such  as  Gilbert  e.  George, 
Richard  Long,  John  Hilliard,  etc.  In  the  Nash 
exhibition  itself  there  is  a  startling  l  .ttcr  from 
Kenneth  Clark  to  Nash,  concerning  a  wartime 
exhibition  being  held  at  the  National  Gallery. 
Nash  wished  to  include  his  photographs;  Clark 
was  unwilling  to  be  involved  officially  in  the 
debate  about  photography  versus  art,  or  photo- 
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graphy  as  art,  and  therefore  for  these  reasons 
excluded  the  idea  of  exhibiting  photographs 
along  with  watercolours,  paintings,  etc.  There  is 
also  a  revealing  letter  from  Nash  himself,  to  a 
friend,  saying  that  he  was  worried  that  his 
reputation  was  increasing  as  a  photographer,  to 
the  possible  detriment  of  his  reputation  as  a 
painter.  So  a  number  of  intriguing  questions 
about  the  status  of  photography  itself  have  been 
raised  by  this  important  exhibition. 

The  photographs  are  taken  from  a  major  gift 
by  the  Paul  Nash  Trustees  to  the  Tate  of  over 
1,000  negatives  and  original  photographic  prints 
by  Nash.  The  Tate  has  reprinted  and  blown-up 
from  the  negatives  some  100  images.  The  results 
are  directly  powerful  and  related  in  fascinating 
ways  to  Nash's  preoccupations  as  an  artist.  Indeed 
he  did  use  his  photographs  as  other  artists  used 
sketches  and  drawings,  and  several  major 
paintings,  notably  Totes  Meer  and  the  Megaliths 
are  displayed  along  with  the  photographs. 

The  photographs  are  least  successful  when  they 
are  posed  still  lifes  of  objets  trouves.  They  are 
amazing  when  devoted  to  seeking  out  the 
structure  of  landscape,  in  a  way  directly  related 
to  Nash's  work  in  other  media.  Thus,  the  early 
photographs  of  a  derrick  in  Suffolk;  a  series 
contrasting  the  painted  white  superstructure  of 
a  boat  crossing  the  Atlantic,  seen  against  limitless 
sea  and  sky;  photographs  of  the  great  stones  at 
Avebury ;  gnarled  dead  trees,  looking  remarkably 
like  monsters  or  a  stalking  horse;  other  Dorset 
scenes,  stone  walls  and  fields,  benches  at  the  front 
at  Swanage,  diving  suits  drying  upside  down; 
architectural  studies  in  Spain  and  North  Africa, 
all  unpeopled  images,  seek  out  the  strangeness 
underneath  the  readily  visible,  the  'something 
behind'.  Nuances  of  grey,  white,  black,  underline 
differentiations  of  material  and  texture  in  a 
singular  manner,  and  the  absence  of  colour  is  in 
fact  helpful.  Tone  and  contrast  are  all-important. 
The  exhilarating  talent  revealed  again  of  this 
aspect  of  Nash's  work  makes  a  singularly  power- 
ful and  disturbing  impression,  and  some  of  his 
slighter  work  in  watercqlour  is  somewhat  dilute 
as  a  result.  He  did  not  always  keep  his  feyness 
under  control,  but  at  his  best  he  was  a  painter 
who  refined  his  own  version  of  surrealism  with  a 
finely  poetic  and  sensitive  approach  to  landscape 
whether  the  landscape  of  desolation  and  devasta- 
tion, the  landscape  of  ancient  places,  or  the 
English  countryside,  endowed  with  a  lyrical 
freshness  sharpened  by  his  acute  study  of  structure. 

A  catholic  selection  of  work  paintings,  water- 
colours  and  drawings,  at  the  Hamct  Gallery, 
Cork  Street,  made  this  point.  It  included  some 
fine  work,  and  some  slight  work.  Alexander 
Postan,  author  of  the  much  needed  The  Complete 
Graphic  Work  of  Paul  Nash  (Seeker  and  Warburg, 
£4)  mounted  an  exhibition  at  Christopher 
Drake's,  47  Albemarle  Street,  devoted  to  Nash's 
illustrations  and  designs  for  Casscll's  1932 
production  of  Sir  Thomas  Browne's  Lime  Buriall 
and  the  Garden  of  Cyprus.  There  were  300  illustra- 
tions in  the  finished  book;  preparatory  sketches, 
related  works,  the  collotypes  themselves  were  all 
part  of  the  exhibition.  Surrealism  well  under 
control,  the  odd  imagery  of  Browne's  writing 
related  very  directly  to  the  illustrations,  small  but 
exceptionally  powerful. 

Colnaghi's  had  a  major  exhibition  of  Paul 
Nash's  graphic  work  in  June,  and  Margot  Eates' 
study  Paul  Nash  The  Master  of  the  Image  was 
published  by  John  Murray  at  the  extremely 
reasonable  price  of  £6. 


Paul  Nash  is  held  in  great  affection  by  connois- 
seurs of  English  painting  of  the  20th  century.  He 
made  few  bravura  gestures,  if  any.  But  his  fine 
honed  sensitivity  to  the  peculiar  qualities  of 
English  landscape,  and  in  both  wars,  the  desola- 
tion of  man-made  destruction  and  man  ravaged 
landscape  and  man  left  junk,  seasoned  by  this 
continual  search  for  the  mystery  of  the  ordinary 
are  qualities  which  justly  make  him  one  of  the 
major  figures  of  English  art  this  century.  He  was 
not  a  grand  painter,  but  he  did  extract  a  subtle- 
grandeur,  saved  from  any  pretension  by  a 
pervasive  gentle  irony,  from  the  observed  facts  of 
landscape,  laced  by  a  surrealist  twist. 


Banner  Bright 

25  April-23  May  1973 
Whitechapel  Art  Gallery, 
Whitechapcl,  High  Street,  ei 
Reviewed  by  peter  fuller 

John  Gorman  spent  four  years  studying  trade 
union  banners  to  produce  Banner  Bright  (Allen 
Lane,  .£5)  and  a  representative  exhibition  for  the 
Whitechapel  gallery.  The  Whitechapel  show 
took  us  right  through  the  history  of  the  trade 
union  movement,  with  oil  on  linen  examples  by 
the  United  Tin  Plate  Workers'  Society  and  The 
Friendly  Sawyers  of  Newhaven,  dating  back  to 
1821  and  1838,  respectively.  The  most  recent 
product  was  an  Electrical  Trades  Union  banner, 
designed  by  Ken  Sprague  for  the  London  Press 
Branch  in  i960.  It  comprises  man-made  fibres, 
and  a  forceful  modern  design  on  the  clenched  fist 
motif.  It  was  removed,  temporarily  from  the 
exhibition  for  use  in  the  May  Day  parade. 

There  is  much  to  be  learned  from  these  banners 
about  the  development  of  the  industrial  working 
class  in  Britain,  and  what  is  surprising,  and  in 
many  ways  distressing,  is  that  until  Gorman  set 
about  his  task,  many  banners  were  just  falling 
apart,  and  many  more  had  been  used  up, 
destroyed,  forgotten  or  left  to  rot. 

In  both  the  book  and  the  exhibition,  one  got 
the  feeling  of  the  uneven  political  development  of 
labour  in  this  country.  The  National  Union  of 
Railwaymen,  Manchester  branch  No.  13,  pro- 
duced a  banner  in  1900  which,  almost  unbeliev- 
ably, had  as  its  slogan  'Come  and  let  us  reason 
together,'  while,  on  one  side,  it  showed  working 
men,  actually  with  their  caps  in  their  hands, 
timorously  approaching  a  well-dressed  employer 
seated  behind  his  imperious  desk.  But  the  London 
Trouscr  Makers'  Union  of  1912,  would  have  no 
truck  with  such  concilatory  nonsense.  Their 
banner  showed  on  one  side  the  abject  situation  of 
the  seamster,  and  on  the  other,  proudly  pro- 
phesied the  dawn  of  socialism,  and  the  fall  of  the 
enemies  of  the  labour  movement. 

Differences  such  as  these  help  us  to  understand 
the  contradictions  which  were  rife  in  the  labour 
movement,  and  which  arc  still  rife.  Differing 
political  sentiments  required  different  stylistic 
traits.  Sometimes,  the  railway,  the  wharf  or  the 
factory  is  simply  depicted  in  meticulous  detail, 
without  any  comment.  A  process  comparable  to 
that  employed  by  the  photo-realists.  At  others, 
an  extravagant  allegory,  glamourising  the  work 
situation  was  created:  the  typographers  of  1870 
stressed  that  knowledge  was  power;  the  ETU  of 
1898  pointed  out  the  link  between  light  and 
liberty;  the  Belfast  tailors  of  1892  traced  their 
trade  back  to  the  shame  of  Adam  and  Eve. 

But  to  express  full-fledged  militancy,  sym- 


bolism was  necessary.  The  golden  dawn  of 
socialism ;  the  idyllic  genre  village  of  the  era-to- 
come;  the  ball-and-chain  of  capitalism;  the  . 
clenched  fist;  the  folded  arms,  symbolising  with- 
drawal  of  labour  -  these  were  some  of  the  j 
devices  favoured  by  those  who  aspired  to  real 
social  change. 

In  all  the  banners,  there  is  a  constant  tension  1 
between,  this  forceful,  idealised  vision  of  the 
world  to  come,  and  a  popular  graphic  social 
realism  showing  things  sadly  as  they  arc  now.  I 
This  contradiction  was  emphasised  by  the  use  to  1 
which  the  banners  were  put :  they  were  proces-  j 
sional.  They  were  paraded  by  working  meiij 
when  they  were  striking,  protesting  or  celebrat- 
ing -  away  from  the  factories.  At  those  times,., 
reality  could  not  be  forgotten,  and  yet  militant 
aspirations    could    also    be    most  favourably 
expressed. 

But  after  all,  one  came  away  from  this  exhibi- 
tion with  a  sense  of  sadness.  Here  were  the 
grass-roots  fears  and  aspirations,  so  largely, 
ignored  by  a  treacherous  leadership.  It  all  seemed1 
to  be  said  in  a  National  Union  of  Mineworkers'- 
banner  from  1947.  Gold  on  red,  the  words 
proclaimed,  'Nationalism:  The  Dawn  of  a  New 
Era'.  But  nationalism  was  nothing  of  the  kind: 
all  it  brought  was  a  relative  decline  in  the 
miners'  standards  of  living,  pit  closures,  and  more 
exploitation.  'The  Mines  for  the  People!'  pro 
claimed  an  earlier  banner.  The  tragedy  is  that  il 
has  taken  so  long  for  the  proletariat  to  realise 
that  these  slogans  do  not  mean  the  same  thing 
These  banners  show  us  what  labour's  hopes  were 
how  so  far  they  have  not  been  achieved.  The) 
remind  those  who  work  of  the  need  to  find  : 
unified  road  to  socialism  -  other  than  appearing 
with  cap  in  hand. 


Edward  Burra 

23  May-8july  1973 
Tate  Gallery 
Millbank,  swi 

24  May-3oJunc 1973 
Lefevrc  Gallery 

30  Bruton  Street,  w I 
Reviewed  by  georgina  Oliver 


8.  Edward  Burra.  Miuuit  Chanson.  193 1, 

watcrcolour  21  £  x  29  inches. 

Loaned  by  Mrs.  Barbara  Ker-Seymer.  Tate  Gallet 


Corrupt,  destitute  settings,  seedy  cabare 
squalid  slums  have  fascinated  late  19th  and  2C 
century  artists.  In  letters  to  Theo,  Van  Go; 
described  the  harlot  models  he  painted  in  Antwe 
'I  tried  to  express  something  voluptuous  and 
the  same  time  grievously  afflicted'.  He  wrote 
still  often  go  to  those  popular  balls,  to  see  t 
heads  of  women  and  the  heads  of  the  sailors  a 


234 


soldiers'.  Toulouse-Lautrec  found  his  subject 
matter  in  similar  haunts  in  Montmartre  and 
actually  spent  some  time  living  in  brothels 
studying  the  features  and  natural  poses  of  the 
prostitutes.  Femand  Leger  compiled  a  compelling 
essay  on  the  ritual  and  character  of  Popular 
Dmcing  in  France  while  Pablo  Picasso  produced 
many  works  inspired  by  night  life  in  bohemian 
establishments.  All  would  probably  have  agreed 
with  Leger  when  he  said,  'I  hate  discreet  painting  ; 
1  can  take  a  subject  from  anywhere',  not  least 
Edward  Burra  whose  breakthroughs  in  the  water- 
colour  medium,  have  one  constant  -  audacity. 

Burra's  earlier  paintings  and  pen  and  ink 
drawings  are  marked  by  a  voracious  appetite  for 
such  themes  as  'nocturnal  encounters  in  the  red 
light  districts  of  continental  cities,  scenes  set  in  the 
waterside  cafes  and  sailors'  brothels  of  Mediter- 
ranean ports'.  Himself  chronically  weakened  in 
childhood  by  a  severe  attack  of  anaemia  and 
rheumatic  fever,  Edward  Burra  appears  to  have 
identified  with  the  feeble,  the  wretched,  those 
who  start  off  at  a  disadvantage.  Forced  to  give  up 
academic  education,  he  was  able  to  start  learning 
his  skills  at  Chelsea  Polytechnic  and  the  Royal 
College  at  an  exceptionally  young  age.  'One  of 
the  masters  asked  him  why,  for  a  change,  he  did 
not  draw  some  smart  people.  He  did  so  and  the 
smart  people  looked  more  frightful  than  the 
hags'.  In  Minuit  Chanson  and  the  studies  of 
Harlem,  which  he  visited  in  the  1933-34  period, 
there  is  truth  meticulously  recorded,  but  no 
malice  or  condemnation,  yet  pictures  like  The 
Two  Sisters  and  John  Delh  show  Edward  Burra 
ruthlessly  cruel  and  macabre  when  it  comes  to 
satirizing  so-called  society. 

Burra  had  wanted  to  go  to  Mexico  and  Venice 
for  as  long  as  he  could  remember,  and  has 
always  been  particularly  obsessed  by  Spanish 
Civilization,  a  strange  mixture  of  religious 
heroism  and  purity  as  embodied  by  the  Cantar  de 
Mio  Cid,  tinged  with  morbid  preoccupations: 
death,  pain,  sordid  goings-on.  He  created  his  own 
Caprichos  and  disasters  of  war,  including  the 
Spanish  Civil  War  and  World  War  II  in  his  sharp 
satirical  content.  Although  not  a  practising 
member  of  a  Christian  church,  Burra  has 
frequently  painted  religious  episodes,  Christ 
Mocked  and  The  Coronation  of  the  Virgin,  for 
instance. 

'Everything  looks  menacing.  I'm  always 
expecting  something  calamitous  to  happen'.  It  is 
true  that  a  dark  cloud  seems  to  hover  over 
Edward  Burra's  rich,  luminous  tonalities.  A  dis- 
illusioned satirist,  who  feels  that  major  issues 
have  become  too  serious  to  be  poked  fun  at, 
Burra  has  dropped  out.  In  recent  years  he  has 
tended  to  concentrate  on  weird  objects,  flower 
pieces  and  landscapes  of  Rye,  where  he  has 
always  lived.  It  is  quite  audacious  to  paint  such 
things  in  the  present  art  context. 


Sol  Lc  Witt 
Wall  Drawings 

28  April-27  May  1973 

Museum  of  Modem  Art,  Oxford 

May-June  1973 

Lisson  Gallery 

68  Bell  Street,  nw  i 

Small  Archive  Exhibition 

Autumn  1973 
Tate  Gallery 
Millbank,  swi 

Reviewed  by  georgina  Oliver 

Born  in  1923  in  Hartford,  Connecticut,  schooled 
at  Syracuse  University,  New  York  (BFA  1949), 
Sol  LeWitt  has  been  one  of  the  most  consistent 
of  participators  in  conceptual  activities.  However, 
many  of  his  pieces  based  on  classically  simple 
systems  using  cube-square  variants  as  gram- 
matical devices  have  much  in  common  with  art- 
works in  the  constructivist  tradition.  A  series  of 
free-standing  three  dimensional  grid  structures 
exhibited  at  the  Dwan  Gallery,  Los  Angeles,  in 
April  1967,  took  a  form  set  equally  within  another 
and  centered  as  starting  point.  No  further  design 
was  necessary.  Each  variation  was  autonomous. 
Though  not  directly  visible,  the  underlying  major 
permutations  were  inescapably  present  in  each  of 
them.  Sol  LeWitt  has  continued  to  produce  open 
and  closed  cube  works  on  these  lines,  including 
larger  sculptures  made  of  baked  enamel  and  steel, 
and  the  pull  between  factual  and  perceptual 
reading  remains  important.  It  is  dynamically 
evident  in  the  linear  prints  in  the  Tate  Gallery 
Collection.  The  coloured  lithographs  generate  a 
peculiar  excitement.  Immediate  awareness  of 
thin  bright-hued  strokes  sweeping  across  the 
paper  in  a  certain  direction  and  intimations  of  a 
hidden  structural  framework  are  experienced 
almost  simultaneously. 

Sol  LeWitt  has  said  that  the  conceptual  artist 
is  a  mystic  rather  than  a  rationalist  because  he- 
leaps  to  conclusions  that  logic  cannot  reach.  He 
conceived  his  first  temporary  wall  piece  in 
October  1968,  an  idea  which  is  obvious  and 
logical  following  the  progressive  elimination  of 
framing,  and  more  or  less  interesting  considera- 
tions about  the  canvas  surface  and  edge,  but  only  a 
visionary  could  have  formulated  it  then.  LeWitt 
imagines  pencilled  structures  to  be  drawn  on  the 
wall  itself  especially  for  every  setting  concerned. 
Both  at  the  Museum  of  Modern  Art  in  Oxford 
and  at  the  Lisson  Gallery,  the  straight  pencil 
lines  ssemed  at  once  to  cut  into  the  wall  and  to 
jut  out  into  the  space  before  them.  The  concept 
created  an  electric  atmosphere  in  which  spectator, 
work  and  room  were  really  related.  The  work 
was  not  merely  exhibited  in  a  situation.  It  was  the 
situation.  Square  shaped  enclosing  elements 
which  might  have  suggested  associations  with 
pictorial  space  in  the  Oxford  drawings,  were 
absent  from  the  Lisson  piece  making  it  even  more 
radical. 

Sol  LeWitt's  attitude  to  the  execution  of  art  is 
also  strongly  conceptual.  For  him,  the  idea  is  the 
essence.  It  does  not  matter  who  accomplishes  it 
physically  as  long  as  the  process  is  understood  as 
a  mechanism  not  to  be  interrupted  or  changed 
halfway  through.  In  the  catalogue  tor  an 
exhibition  at  Pasadena  Art  Museum  in  1971  Sol 
LeWitt  analysed  the  reactions  of  the  draftsman 

9.  Sol  LeWitt.  Wallpiece,  1973. 
Lisson  Gallery. 


who  carried  out  an  extremely  complex  though 
apparently  more  free  wall  piece  for  him:  'The 
draftsman  and  the  wall  enter  a  dialogue.  The 
draftsman  becomes  bored  but  later  through  this 
meaningless  activity  finds  peace  or  misery'.  Sol 
LeWitt  has  prodigiously  combined  structural 
and  conceptual  achievement.  The  Tate  Gallery 
has  just  bought  one  of  his  wall  pieces.  At  the  time 
of  going  to  press,  it  is  not  known  to  whom  will 
fall  the  task  of  drawing  it. 


Bronzes,  drawings  and  prints  by  the  Italian 
sculptor  Emilio  Greco  are  on  exhibition  at 
Roland,  Browse  and  Dclbanco  (19  Cork  Street, 
Old  Bond  Street,  wi)  until  July  14. 
This  gallery  has  an  enviable  ability  for  spotting 
winners:  Greco's  first  exhibition  outside  his 
native  Italy  was  held  here  as  long  ago  as  1952. 
Since  then  he  has  achieved  world  renown  with 
his  work  represented  in  many  public  collections 
and  a  number  of  important  public  commissions 
to  his  credit,  including  the  memorial  to  the  late 
Pope  John  in  St.  Peter's,  Rome.  This  is  his  first 
exhibition  in  London  for  14  years. 

It  must  be  a  very  long  time  since  the  workmen 
hanging  an  exhibition  at  the  Tate  Gallery  have 
been  heard  chuckling  over  the  exhibits.  'A  Child 
of  Six  Could  Do  It'  is  a  very  funny  exhibition 
(open  until  July  8)  of  cartoons  about  modern 
art  -  mostly  inspired  by  the  change  and 
development  of  its  forms  over  the  last  hundred 
years.  The  cartoons  come  from  all  over  the  world, 
using  caricature,  satire  and  lampoon  to  record  the 
Average  Man's  reactions  -  until  today  with  the 
new  art  accepted,  or  at  any  rate  tolerated,  it  has 
become  little  more  than  a  vehicle  for  investment: 
which  is  the  best  joke  of  the  lot.  (An  illustrated 
catalogue  is  available  from  The  Tate  Gallery 
Publications,  Millbank,  swi,  for  75p 
postage  22p  extra.) 
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A  Regency  writing  table  of 
rosewood  with  brass  line 
inlay.  The  top  having  a  pierced 
brass  gallery  and  lined  with 
golden  velum  green  leather, 
with  two  drawers.  Supported 
on  turned  legs  with  brass 
mounts  and  cup  casters. 

40f  x  22". 


A  Sheraton  mahogany  sofa  table,  top  and  two  drawers 
cross  banded  in  rosewood,  on  vase  shaped  end 
supports  united  by  a  turned  stretcher. 
59"  (open)  x  27f . 
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T.  CROWTHER  &  SON 


(T.  CROWTHER  &  SON  LTD.) 

282  North  End  Road,  Fulham,  London,  S.W.6 

Cables:  Antiquity.,  London.  Telephone:  01-385  1375-7 

Please  note:  We  close  at  12.30  p.m.  on  Saturdays 


LEGEND: 

A  superb  18th  Century  'Bossi'  Statuary 

Marble  Chimiieypiece,  the  inlay  of 
delicate  shades  of  red,  blue  and  yellow. 

SIZES: 

Length  of  Shelf  6'  1" 

Total  Height  4'  p|" 

Opening  Width  4'  0" 

Opening  Height  3'  11" 
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FINE  ANTIQUE  FURNITURE  AND  WORKS  OF  ART 


American  enquiries  may  be  made  to 
E.  H.  Her/ 

I  Rockefeller  Plaza,  New  York 
Tel:  (Area  Code  212)  489-6600 


A  Fine  Regency  Cheveret  Table  in 
Rosewood,  with  brass  and  gilded 
decoration. 

English,  Circa  1805. 
Overall  measurements: 
Height  48±" 
Width  26k" 
Depth  16A" 

REDBURN  (ANTIQUES) 
49  BROOK  STREET,  LONDON, 
W.i.  -  TEL  —  629  5460 

Adjacent  to  the  ballroom  entrance  of  Claridge's  Hotel 

CABLES  REDT1QUE,  LONDON,  W.i. 


Also  open  Saturdays 
io  0.111.-4.30  p.m. 


The  Connoisseur  in  September 


I 


iOWOISSKl  I! 


The  Iconography  of  the  Rhinoceros  from  Diirer  to  Stubbs 
Part  I :  Diirer's  Ganda 

by  T.  H.  Clarke. 

In  15 15  the  first  live  rhinoceros  to  be  seen  in  Europe  since 
Roman  times  arrived  in  Lisbon.  The  news,  on  reaching 
Nuremberg,  caused  Diirer  to  create  his  famous  drawing  and 
woodcut  of  the  exotic  beast,  which  were  to  have 
extraordinary  influence  on  future  depictations  of  every  form. 

Gerard  Hoffnung :  A  Celebration 

by  John  Inglis  Hall. 

Gerard  Hoffnung,  humorist,  caricaturist  and  musician -John 
Inglis  Hall  remembers  his  friend  fifteen  years  after  Hoffnung's 
death. 


An  unrecorded  Spode  Print 

by  Felicity  Mallet. 

The  discovery  of  a  Spode  broth  bowl  and  cover  bearing  a 
previously  unknown  pattern,  now  recognised  as  being  an 
adaptation  of  an  aquatint  by  Thomas  and  William  Daniell, 
poses  the  question  as  to  whether  it  could  be  one  of  the 
unidentified  patterns  mentioned  by  Jewitt  in  his 
Ceramic  Art  of  Great  Britain  of  1877. 


Gerda  Flockinger's  Jewellery 

By  Brian  Beaninont-Nesbitt. 

Gerda  Flockinger  became,  in  1971,  the  first  living  jeweller  ever 
to  have  a  one-man  show  at  the  Victoria  and  Albert  Museum. 
Fewjewellers  have  done  as  much  as  she  to  reinstate  their 
craft  as  an  art  form. 


The  Williams-Wynn  silver  in  the  National  Museum 
of  Wales 

By  Peter  Hughes. 

In  1964  the  National  Museum  of  Wales  acquired  the 
twenty-nine  piece  silver-gilt  toilet  service  made  by  Thomas 
Heming  for  the  marriage  of  Sir  Watkin  Williams-Wynn  to 
Lady  Henrietta  Somerset  in  1769.  Eighteen  of  the  pieces  are 
almost  identical  to  those  in  a  service  given  by  George  III  to 
his  sister,  Caroline  Mathilda,  Queen  of  Denmark. 


'The  Story  of  Charles  the  First',  Part  I 

by  Robert  Raines  and  Kenneth  Sharpe. 

Following  the  execution  of  Charles  I  a  pictorial  history  of  his 
reign  was  painted  and  later  engraved  by  a  combined  team  of 
French  and  English  craftsmen.  The  theme  of 'The  Royal 
Martyr'  was  not  entirely  without  its  Jacobite  associations. 


August  Cover 

JOHN  FREDERICK  LEWIS. 

Highland  Hospitality, 

1832,  detail.  For  the  full  composition, 

sec  colour,  page  267. 

The  Fine  Art  Society  Ltd.,  Edinburgh. 


The  Ceramic  Art  of  William  H.  Grueby 

by  Martin  Eidelberg. 

Grueby's  development  of  a  naturally  achieved  matt  glaze  was  a 
major  discovery  in  the  history  of  American  ceramics.  He 
was  to  win  many  awards,  both  in  the  United  States  and 
Europe,  but  his  death  went  virtually  unnoticed. 
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FINE  FURNITURE  &  SILVER 


JOHN  BELL  OF  ABERDEEN 

BRIDGE  STREET    ABERDEEN  ABi  2JN 

Telephone  0224  24828     Telegrams:  Antiques  Aberdeen 
LARGEST  COLLECTION  OF  ANTIQUES  IN  SCOTLAND 


nail  inlaid  Sheraton  mahogany  Patience  A  fine  quality  Sheraton  mahogany  Sideboard  with  shaped  A  very  attractive  set  of  twelve  antique  Regency 

ble  with  folding  top  and  slender  square  serpentine  front  and  square  tapered  legs.  Length  6  feet  mahogany  chairs  comprising  ten  single  and 

>ered  legs.  When  closed,  it  measures  18  6  inches,  depth  at  centre  285  inches,  height  36  inches.  two  matching  armchairs  all  with  loose 

inches  square  and  is  29  inches  high.  upholstered  seats  and  sabre  shaped  legs. 


4  very  attractive  small  antique  Chippendale 
lahogany  Bureau  with  nicely  shaped  interior, 
is  just  under  30  inches  long,  20  inches  deep 
and  41  inches  high. 


A  good  antique  mahogany  Partners  Desk  with  nine  mahogany 
lined  drawers  on  one  side  and  three  drawers  and  two  cupboards  at 
the  other.  The  top  is  presently  covered  in  an  old  faded  blue  leather. 
The  desk  measures  5  feet  2  inches  by  3  feet  6  inches 
and  is  29i  inches  high. 


A  Grandfather  clock  with  nne 
walnut  case  and  brass  and 
silvered  dial.  Maker:  Joseph 
Bell,  London  whose  address  in 
1 759  was  given  as  Shoe  Lane. 
The  clock  is  7  feet  3  inches 
high  and  1 82  inches  wide  at 
the  base. 


Silver  bv  Robert  Garrard 

A  pair  of  magnificent  silver  gilt  rococo  Candelabra, 
height  25  >  inches.  Date  George  IV,  1826. 


»Y  APPOINTMENT  TO 
HER  MAJESTY  THE  QUEEN 
GOLDSMITHS  *  CROWN  JEWELLERS. 
GARRARD  &  CO  LTD  .  LONDON 


GAR  RAR 

The  Crown  Jewell< 

112  Regent  Street,  London  W1A  2JJ.  Telephone:  01-734 


VALENTINE  MOTT 

SURGEON  1785-1865 


AN  AMERICAN  SILVER  BOWL  made  in  New  York  for  Valentine  Mott  by  Gelstone 
and  Treadwell,  2  Park  Place,  New  York,  circa  1830  -  1835.  It  is  recorded  that  Valentine 
Mott  was  the  most  distinguished  American  surgeon  during  the  first  half  of  the  19th  century. 
Dr.  Mott,  born  in  Glen  Cove,  Long  Island,  New  York,  was  descended  from  Adam  Mott, 
an  English  Quaker  who  settled  in  Long  Island  about  1660,  and  was  the  son  ot  Henry 
Mott  a  New  York  City  physician.  In  1824  Dr.  Mott  performed  one  of  the  first  successful 
amputations  at  the  hip  and  rapidly  gained  world-wide  recognition  as  a  leading  pioneer  in 
surgery  of  the  veins.  According  to  his  former  teacher.  Sir  Astley  Cooper,  Dr.  Valentine 
Mott  performed  more  major  operations  than  any  other  surgeon  in  history,  up  to  his  time. 
The  Bowl  is  8"  high,  14"  diameter,  17"  wide  including  the  handles  and  weighs  85  Troy  ozs. 
It  is  being  exhibited  at  The  International  Art  Treasures  Exhibition  in  Bath,  llth 
August  -  8th  September,  1973. 


JOHN  BLY 

ESTABLISHED  1891 
50  HIGH  STREET  THING  HERTS  TELEPHONE  TRING  3030 
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INTERNATIONAL  ART  TREASURES  EXHIBITION 

the  Assembly  Rooms 

BATH 

nth  August  to  8th  September,  1973 


INCLUDING  SUNDAYS 


Beneath  the  five  magnificent  chandeliers  in  the  Ballroom  of  die  Assembly  Rooms 
arc  to  be  displayed  rare  and  beautiful  Works  of  Art  from  members  of  The  British 
Antique  Dealers'  Association  and  from  members  of  the  other  Associations  included 
in  the  Confederation  International  des  Negociants  en  Oeuvres  d'Art.  In  this  splendid 
1 8th  century  setting  will  be  presented  a  complete  cross-section  of  the  various 
categories  which  comprise  the  world  of  art  with  their  immense  diversity  of  styles 
and  periods,  which  are  handled  by  dealers  across  the  world. 


& 
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MEYRICK  NEILSON  OF  TETBURY  LTD. 

Gloucestershire  GL8  8DF.  Tetbury  (0666)  52201 

Motorway  approaches:  M.4  Exit  17-12  minutes.  M.5  Exit  13-25  minutes 


Thomas  Tompion  No.  55 
c.  1687.  Height  12  in.  (30.5  cm.) 


Thomas  Tompion  No.  270 
c.  1697.  Height  9i  in.  (24  cm.) 


A  rare  opportunity  occurs  to  acquire  two  of  Thomas  Tompion's  finest  clocks. 

The  one  on  the  left  being  numbered  on  the  case  No.  55  and  fitted  with  a 
silent  escapement  for  use  in  the  bedchamber,  and  the  one  on  the  right  -  a  very 
rare  miniature  table  clock  -  numbered  270,  both  with  pull  repeat  on  two  bells. 


In  association  with  Stair  &  Co.  Ltd.  120  Mount  Street,  London,  W.I 
and  59  East  57th  Street,  New  York  10022. 


CLOCKS  OF  DISTINCTION  FOR  PLEASURE  AND  INVESTMENT 
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RICHARD  GREEN 


Sir  Joshua  Reynolds  PRA 

Sir  John  Lade  with  his  Spaniel 

Painted  in  1778 
Canvas:  36  x  40  inches 

Collections: 

The  Mitchell  Collection  1813 

Mrs  Emily  B.  Rice  1877 

George  Harland-Peck  1920 

The  Dowager  Countess  of  Westmorland 

Exhibited: 

British  Association.  Plymouth  Meeting  1877 
Subject  engraved  by  F  Bromley  1862 

Literature: 

James  Boswell.  'Life  of  Dr.  Johnson'  edited  by  G  C 
Birbeck  Hill  and  L  F  Powell,  vol.  IV  pp.  41 2-1  3  and  552-3 
Sir  Walter  Armstrong,  'Sir  Joshua  Reynolds',  1900  p.  216 
Graves  and  Cronin,  'The  works  of  Sir  Joshua  Reynolds, 
PRA,  1899.  p.  557 

Prof.  Ellis  Waterhouse.  'Reynolds',  1941.  pp.  92  and  70 

This  painting  is  at  present  exhibited  at  the  CINOA 
Exhib  tion  at  Bath 


represetited  at  the  CIXOA  Exhibition,  Bath 


DELOMOSNE 
AND  SON  LIMITED 


A  anal  Regency  dnndeacr  of  nmnmllr 
C5ra  1815.  Height  3  k  10  ms. 


4  CAMPDEN  HILL  ROAD,  KENSINGTON 
LONDON  W.8 


e_e=-;\e  :--=3~  •  e:- 


at  j-g  Quite  Street.  Bath 

022 5  631  j6 


An  18th  century  Oak  dresser  with 
unusual  arcaded  front,  banded  in 
Walnut,  retaining  its  original 
colour  and  patina.  Circa  1770. 

Height:  T  f  Width:  T  ST  Depth:  V  ! 


furniture  will  be  on  < 

zi-sz'.z;-  z: 

Bath  showrooms 

Ir>:-^.z:::r.z'.  At 

51 JW  Strut*.  Bristol.  €ST2  2<-S; 


1:_ 
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■  V  APPOINTMENT 
TO  HER  MAJESTV  THE  LJUEEN 
GOLDSMITHS  SILVERSMITHS  &  JEWELLERS 
ASPREV  A  COMPANV  LTD  LONOON 


An  extremely  fine  satinwood  secretaire  bookcase 
crossbanded  in  kingwood.  English,  circa  1780 
Height  7'0". 
Width  3'  1 ". 


The  interior  with  an  engraved  brass  plate: 


eat/tea/   1eco//ec6o,i.  Ael    c/eaM    en     /JJtf    t/  &canZ^t^jK^S&^ 

o/'mzf  c/eal  Oia/e*  MRS  DIGBY,  e#Ao  /eyteeafAec/a 'Jo  ?ne  in  Ael  WILL. 

J?Aavej>iven  t/6>  mjf  cAieyA&l   AUGUSTA  ROSA  WALSH  u>Ao  /Avy^/ 
tnext/  /o  *e6e?n//e  Ael  A  \  D  >\  O  J  II  VAX  C^C^4 

ASPREY  &'C0.  LTD.,  165/169  NEW  BOND  STREET,  LONDON  W1Y  OAR.  TEL:  01-493  6767 


14 


JOSEPH  &  EARLE  D.  VANDEKAR 

Members  of  B.A.D.A.  and  C.I.N.O.A. 


Six  Fine  English  Delft  Plates  from  our  large 
selection  of  English  Delft  and  Pottery. 


Pair  Early  Derby  Candlestick  Groups, 
a  pair  of  fine  Meissen  Figures,  and  an  Early  'Pagoda'  figure 
by  Bottger. 


Largest  Selection  of  Antique  English,  Continental  and 
Oriental  Porcelain,  Pottery  and  Glass  in  Europe 

138  BROMPTON  ROAD,  LONDON  SW3    Tel:  01-589  8481 


BY  APPOINTMENT 
ANTIQUE  DEALER 
TO  H.M.  QUEEN 
ELIZABETH  THF 
QUEEN  MOTHER 


BY  APPOINTMENT 
ANTIQUE  DEALER 
TO  TUP.  LATE 
QUEEN  MARY 


&uf&Jb  and  Gmtitienta£  o/iSi^r.  c^PUruaic 


A  fine  XVII  Century  Belgian  silver  gilt  dish  and 
pair  of  small  ewers. 
Maker  Rosenberg  51 17,  Antwerp  1658. 
Length  of  dish  17  inches 

An  example  from  our  collection  of  Antique  Continental  Silver 


Ci  & 


Valuations  for  Probate,  Insurance  and  Division 

Telephone:  01-629  6261    Telegraphic  Address  "Euclase  London  W.l 


VALUATIONS 


TEMPLE 
WILLIAMS 


LIMITED 


ANTIQUES 


WORKSOF ART 


HAUNCH  OF  VENISON  YARD  ■  BROOK  STREET  '  LONDON  W  i 

MEMBER  OF  THE  BRITISH  ANTIQUE  DEALERS  ASSOCIATION 
OI-629  i486— 24-HOUR  TELSTOR  TELEPHONE  SERVICE 


A  RARE  REGENCY  HANGING  LAMP 
painted  to  resemble  bronze;  the  carved  details  gilded. 
Circa  1810.  Height  3  ft.  5  ins. 

Jourdain  illustrates  a  similar  example,  in  bronze,  without  the  eagle  bracket. 


INTERNATIONAL  ART  TREASURES  EXHIBITION 

the  Assembly  Rooms 

BATH 

nth  August  to  8th  September,  1973 


Charles  Joseph  GRENIER  DE  LACROIX.  called  LACROIX  DE  MARSEILLE. 
Active  in  Rome  from  1  750  to  his  death  in  1 782. 

"The  Temple  of  Vesta  at  Tivoli".  One  of  a  pair,  both  signed 
and  dated  De  Lacroix  1 764.  0.97  by  1 ,1 3  (38i"  x  44"). 


Exhibited  by 

CAILLEUX 

136,  Faubourg  Saint-Honore  75008  PARIS 
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represented  at  the  CINOA  Exhibition,  Bath 


cas  Ltd 


Member  of  the  BADA  Ltd. 


ENGLISH  Commonwealth  period  Embroidered  Picture  of  the  Five  Senses; 
mid-1  7th  century,  c.  1655;  embroidered  on  ivory  satin,  in  pastel-coloured 
silks  and  'raised'  work.  Glazed  and  framed  in  ebony. 
In  superb  condition.  14s"  x  18". 
Ex.  Coll:  Sir  Jim  Holland,  Bart. 


38Jermyn  Street  St.  James's 

London  S.W.I.    Telephone:  01-629  4195 


Mayor 


BIGGS 


of 

MAIDENHEAD 

(F.  R.  &  M.  H.  STAMP) 


EST.  1866 
Over  100  years 
of  fine  dealing. 


Exceptionally  fine  George  II  period  burr  yew  wood  and 
laburnum  wood  knee-hole  desk,  with  original  ormolu  handles. 
Height  31"  (79  cm)  width  48"  (122  cm)  depth  27"  (68.5  cm). 

Open  Tuesday  to  Saturday,  Closed  Monday 
Hare  Hatch  Grange,  nr.  Twyford,  Berks. 
Telephone:  Wargrave  (STD  0735  22)  3281 
(Leave  M4  at  Junction  No.  9) 


OLD  MASTERS 

FINE  PAINTINGS 
&  DRAWINGS 
FOR  MUSEUMS 
&  COLLEGTORS 

H.  SHICKMAN 

GALLERY 
92Q  PARK  AVE 
249-3800 
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By  Appointment 
to  H.M.  Q,u„n  Ettfkih 
Tfu  Quttn  Mothtr 


By  Appointment 

to  H.M.  Qi««  Ehtahttk  11 


By  Appointment 
to  tfu  iatt  Qiittn  Mo'y 


138  REGENT  STREET,  LONDON  W.l 
ESTABLISHED:  1865 


Two  examples  in  silver  by  Carl  Faberge 

Pair  of  silver  gilt  candelabra 
Height  14  J  ins.  (37  cms) 

Four  piece  tea  and  coffee  service 
Teapot  height:  6  J  ins.  (16-5  cms) 
Coffee  Pot  height:  8^  ins.  (21-5  cms) 


Rare  Blue  and  White  and  Underglaze  Copper- Red  Rouleau  sh 
i  the  K'ang  Hsi  period.  1662-1722. 
Height :  16i  inches. 

RALPH  M.  CHAIT 

Galleries  Inc. 


WOO 

TREET.  NEW  YORK,  N.Y 


MCMBFfl  II  mm  NATIONAI  ANTIOUI  ARD  ART  OtAURJ  ISSOCIATTOB  Of  AHIRICI  *( 


LONDON 


TREVOR 

Member  of  the  British  Antique  Dealers'  Association 

ANTIQUES    WORKS  OE  ART 


BRIGHTON 


An  important  PAIR  of  armchairs  decorated  in  white  and  gilt  and  upholstered  in  blue  silk. 
Designed  in  the  manner  of  Robert  Adam.  England.  George  III.  Circa  1775. 


-  -  15  MOUNT  STREET,  LONDON,  W.l 
01-499  8228  (2  lines)    TREVTIQUE  LONDON  VV1 


15  SHIP  STREET,  BRIGHTON  1,  SUSSEX 

BRIGHTON  26712  TREMAR  BRIGHTON 


STAIR 

&  COMPANY 


A  Superb  PAIR  of  Adam  Mahogany  Armchairs. 
Circa  1780.  Height  of  back:  36 f 


Six  of  these  chairs  are  available 

THIS  FINE  PAIR  OF  ARMCHAIRS  FROM  OUR 
NEW  YORK  COLLECTION  IS  INCLUDED  IN  THE 
INTERNATIONAL  ART  TREASURES  EXHIBITION, 
Assembly  Rooms,  Bath.  Aug  1 1  to  Sept  8. 


59  East  57th  Street, 
New  York,  N.Y.  10022 

Telephone:  21  2-355-7620 


Member:  The  British  Antique  Dealers'  Association  Ltd. 

The  National  Antique  and  Art  Dealers'  Association  of  America  Inc. 


120  &  125  Mouni ! 
London,  W1Y5HI 

Telephone:  01 -499  17.  : 


STAIR 


&  COMPANY 


FROM  OUR  LONDON 
COLLECTION  OF  FINE 
ENGLISH  FURNITURE  OF  THE 
17th  and  18th  CENTURIES 


4n  18th  Century  Chippendale  Giltwood 
Mirror  -  finely  carved  and  of  exquisite 
design.  Circa  1765.  47"  wide,  8'  high 


EXHIBITING  AT  THE 
INTERNATIONAL  ART  TREASURES  EXHIBITIC  I 
Assembly  Rooms,  Bath  -  Aug  1 1  to  Sept  8. 


59  East  57th  Street, 
New  York,  N.Y.  10022 

Telephone:  212-355-7620 


Member.  The  British  Antique  Dealers'  Association  Ltd. 

The  National  Antique  and  Art  Dealers'  Association  of  America  Inc. 


120  &  125  Mount  Street, 
London,  W1Y5HB. 

Telephone:  01  -499  1 785/5270 


Made  in  the  third  quarter  of  the  16th  century  this  Italian  Arming 
Doublet  for  a  boy  is  extremely  rare.  It  is  of  doeskin,  quilted  and  padded 
over  the  shoulders  and  upper  arms.  The  standing  collar  is  bordered 
with  small  looped  'Pickadills'. 

Fastened  over  the  front  and  at  the  cuffs  with  spherical  buttons  covered 
with  fine  silk  and  silver  thread,  it  is  in  a  remarkable  state  of  preservation. 


m 


APPLEBY  BROS.  LTD. 

Members  of  The  British  Antique  Dealers'  Association  Ltd. 

io  RYDER  STREET,  ST.  JAMES'S,  LONDON  S.W.i 

Telephone:  01-930  2209/836  2509  Telegraphic  Address:  APPLEBROS  LONDON  S.W.i 


ANDREA  LOCATELLI 
1695     Rome  1753 

A  Roman  Landscape 

Oil  on  canvas 
24!  x  30  ins  63  x  76  cm. 
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represented  at  the  CINOA  Exhibition,  Bath 


M.  EKSTEIN  LTD. 

90  JERMYN  STREET,  PICCADILLY 
LONDON  SW1  Tel  01-930  2024 


A  pair  of  rare  Regency  ormolu  mounted 
Derbyshire  Spar  candlesticks. 
1 6  ins  high  (41  cm) 


Works  of  Art 


Telephone:  01-235  1813/14 


LIMITED 


Members  of  The  British  Antique  Dealers'  Association 

Expert  Restoration  of  Antiques 


Period  Furniture 


A  late  18th  Century  demi-lune  commode  in  finely 
figured  mahogany  inlaid  with  kingwood  and 
satinwood  having  original  mounts. 
3'  8"  wide  -  V  9  deep  -  2  9  tall 


45  SLOANE  STREET  LONDON  S.W.I 


Cables:  DENYSANT  LONDON  S.W.1 
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BY  APPOINTMENT  ANTIQUARIES  OF  CHINESE  WORKS  OF  ART 
TO  H.M.  THE  KING  OF  SWEDEN 


BLUETT  &  SONS  ltd. 

Oriental  WoxU  of  grt 


Thai  stoneware  architectural  ornament  with  details  in  relief  painted  in  iron 
brown  on  a  cream  coloured  slip  and  covered  with  an  almost  colourless  glaze. 
Thai  14th ji$th  century    Height:  28?  inches. 


EXHIBITING  AT  THE  INTERNATIONAL  ART  TREASURES  EXHIBITION,  BATH 


Member  of  The  British  Antique  Dealers'  Association. 

48  Davies  Street,  London  —  wiy  ild 

Telegrams:  "Chineceram,  London,  W.l"  Telephone:  01-629  4018  &  3397 


represented  at  the  CINOA  Exhibition,  Bath 


TUDOR  HOUSE  TJ      \\J      1ZF7TT      X  T'T^  27-29  BROOK  STREET 

BROADWAY  H        \\        kh           ,                    J  BOND  STREET 

WORCESTERSHIRE  A  A#             •    -i-^AJAJ_J    U  A  LONDON  W.l. 

Tel :  038-68 1  2408                     Member  of  The  British  Antique  Dealers  Association  Limited  Tel :  01-629  6448 


An  exceptionally  rare  and  interesting  walnut  writing  table 
of  superb  quality  and  colour,  the  fold-over  top  supported 
by  two  gated  legs.  Late  17th  century. 
To  be  exhibited  at  The  International  Art  Treasures 
Exhibition,  Bath,  11th  August  -  8th  September. 


In  association  with  Forge  House,  Broadway, 

the  leading  Interior  Decoration  Centre  in  the  Midlands 

and  H.  W.  Keil  (Cheltenham)  Ltd. 

ORIGINATORS  OF  THE  FAMOUS  KEIL'S 
WAX  POLISH. 


CECIL  DAVIS  ltd 

Member  of  The  British  Antique  Dealers'  Association 

3  GROSVENOR  STREET  NEW  BOND  STREET  W1X  9FA 

Tel:  01-499  3130 
Cable  Address  "Crystaldav,  London" 


SPECIALISTS  IN  OLD 
ENGLISH  AND  IRISH 
GLASS,  ENGLISH 
FURNITURE  AND 
WORKS  OF  ART 


A  plain  early  English 
bottle  shaped  claret  jug 
with  applied  handle; 
flat  faceted  stopper. 
Circa  1750 


ALFRED  III  FLL  All  It.  i.e 

1604  PINE  ST.,  PHILADELPHIA,  PA.  19103 
(215)  PE  5-1879 


A  Chippendale  carved 
and  gilt  looking  glass, 
the  sides  with  branches 
in  which  sit  a  pair  of 
exotic  birds  outside 
moulded  columns 
with  foliated  capitals, 
the  cresting  of  a  leafy 
pavilion  resting  on  C 
scrolls  and  flanked  by 
palm  branches  spring- 
ing from  rocks,  also  a 
base  of  C  scrolls. 
English,  circa  1755. 

To  be  shown  at  The 
International  Art 
Treasures  Exhibition, 
Bath,  August  1973. 
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ARTHUR  BRETT 
&  SONS  LTD 

Member  of  the  British  Antique  Dealers'  Association  Ltd. 


A  fine  Stuart  period  Laburnum  Oyster 
Chest  on  Stand,  the  top  with  geometric 
inlay.    38"  wide,  44"  high. 


42  SAINT  GILES, 
NORWICH  NOR  16E,  ENGLAND 

Telephone:  0603  28171 
Saturday  by  appointment 


represented  at  the  CINOA  Exhibition,  Bath 


Fine  Old  Chinese  Ceramics 
U/orks  of  Art 

SYDNEY  L.  MOSS 

LTD. 


51  BROOK 

Established  1910 


AN  IMPORTANT  CHINESE  NEPHRITE 
JADE  CARVING  OF  A  PONY  AND  FOAL, 
STRONGLY  WORKED  AND  FINELY 

FINISHED,  THE  JADE  OF  PALE 
MOTTLED  CELADON  TONE  WITH 

BLACK  MARKINGS. 
MING  DYNASTY,  A.D.  1368-1643. 
LENGTH  51  inches,  HEIGHT  3i  inches. 


LONDON,  W.1 

01-6294670 
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BERRY- HILL  GALLERIES 


743FIFTH  AVE,  NEW  YORK,  N.Y.,  10022 
(212)  753-8130  Cables  BERRYHILL  N.Y. 


"TROUT  FISHING  IN  THE  HIGHLANDS"  by  JOHN  PETTIE,  R.A.  (1839-1892) 

Oil  on  canvas,  33V^"  x  56!/2"    Signed  lower  right 
Exhibited:  Royal  Academy,  1881  and  International  Fishing  Exhibition 
Recorded  :  Shaw-Sparrow  ,  Angling  in  British  Art:  Illustrated  in  color ,  full  color  plate  in  :  John  Pcttie  by  Martin  Hardie 


IMPORTANT  JADE  VASE 


White  Jade  with  touch  of  Celadon 
6^  Inches  High 
Ch'ien  Lung  Period 

ALEXANDER   WALIEM,  IMC. 

Dealers  in  Oriental  and  Continental  Arts 


SUITE  737  •  BENJAMIN  FOX  PAVILION 
JENKiNTOWN,    PENNSYLVANIA  19046 
PHONE:  (215)  TURNER  6-5653 

SINGLE   ITEMS   AND    COLLECTIONS  PURCHASED 


A  leaded  Stained  Glass  window  showing  the  Coat  of  Arms 
of  the  reigning  sovereign,  surrounded  by  the  Order  of  the 
Garter  surmounted  by  the  Tudor  crown.  Background  of  oak 
leaves  surrounded  by  a  border  of  Imperial  Crowns. 
Originally  at  Windsor  Castle  probably  made  for  Queen  Victoria. 
Unmounted  Mounted  in  Mahogany  Frame 

26  x  37  inches  30  x  40  inches 


Box  No.  8672 


Tel:  Reading  81442 
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ANTIQUE 
TABLE  SILVER 
OF  THE 
GEORGE  III  PERIOD 


60  pieces  of  Old  English  Pattern  -  Date  1806-10. 

Made  by  William  Eley,  William  Fearn  &  William  Chawner 

of  London.  Weight:  85  ozs. 

60  pieces  of  Hourglass  Pattern  -  Date  1812-25. 

Made  by  William  Eley,  William  Fearn  &  William  Chawner 

of  London.  Weight:  106  ozs. 

60  pieces  of  Fiddle  Thread  Pattern.  Date  1815. 

Made  by  Thomas  B<^sley  of  London.  Weight:  108  ozs. 


LONDON  SILVER  VAULTS     ■     CHANCERY  LANE     •     LONDON     •  WC2 
Telephone  01-242-3248/9    Telegrams  WALTER  STRONGROOMS  London  WC2 


I 


By  Appointment 
to  Her  Majesty  Queen  Elizabeth  II 
Supplier  of  Carpets 


ANTIQUE  TAPESTRIES  AND 
CARPETS  OF  DISTINCTION 


Member  of  The 
British  Antique  Dealers' 
Association  Ltd. 


70  SOUTH  AUDLEY  ST., 
MAYFAIR,  LONDON,  W.I 
01-493  5288 


A  19th  Century  French  Needlework  Carpet  on  a  black 
ground  with  floral  decorations  in  natural  colourings. 

Size:  1 4' 2"  x  9' 2"        4.30m.  x  2.80m. 


36  HIGH  ST., 

OXFORD 
Oxford  44197 


#tl  $amttngi? 

CREATED 

In  any  size  on  canvas 

FROM  ANY  PHOTOGRAPHS 


Oil  Painting  on  Canvas  60  x  40  inches 

by 

Write:  KENZLEY  LAMPKIN 
27  ARCHIBALD  ST.,  GLOUCESTER,  GL1  4EH,  ENGLAND. 
Tel:  GLOUCESTER  34402 
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A  valuation  by  our  professional 
valuers  will  not  only  ensure 
financial  protection  for  your  fine 
furniture,  pictures,  silver, 
porcelain  and  all  other  works 
of  art,  but  ALL  your  household 
effects. 

It  will  substantiate 
any  claims  you  may 
wish  to 


make  in  the  event  of  loss  by 
burglary  or  fire,  or  any  other 

cause. 

Our  valuations  are  accepted 
by  insurance  companies 
and  Lloyds  Underwriters. 
Write  now  for  further 
particulars — tomorrow  may 
be  too  late. 


Oak  armchair,  English  mid-1 7th  century. 

Gurr  Johns  &  Angier  Bird  Ltd. 

Valuers 

50  Pall  Mall,  London,  SW1 Y  5 LA.  Telephone  01  -930  3068 

Branches  at  Maidenhead  and  York 


SDUBI 

Diamond  &  Fine  Art  Co.  Ltd. 

35^  Brook  Street,  Mayfair, 
London  Wi. 

Telephone  01-499  0921 


also  at 
43  High  Street, 
Hoddesdon,  Herts. 
(Hoddesdon  64C4C) 


and  8  Bath  Street, 
St.  Helier, 
Jersey,  C.I. 
(Jersey  Central  34689) 


A  Pair  of  Gilt  Torcheres  of  the  Adam  period 
with  Rams  head  decoration  0  1775 

Height  5  feet. 


CHARLES  WOOLLETT  &  SON 

(Member  of  the  D.A.D.A.  Ltd.) 


One  of  a  fine  pair  of  large  Antique  Worcester  Leaf-shaped 
Dishes,  beautifully  painted  with  Flowers  &  Fruit. 
Circa  1760.  Size  12J  in. 

59/61  WIGMORE  STREET  LONDON  W1H  9LF 

Established  18  89  Phone  01-935  S664 


The 

Bristol  600 


Claret  Suite  W(tt 

byAnthonyElson  ^^.tn 


Limited  edition  of  100  Suites  in  silver  and  gili,  and  10  in  18  carat  gold. 
Officially  commissioned  for  the  1373  Charter  Celebrations. 


To  mark  a  double  event ;  the  granting  by 
Edward  III  of  County  Status,  first  ever 
to  a  provincial  borough,  and  its  removal 
exactly  600  years  later. 
This  splendidly  original  suite  is  in  silver 
and  hand-cut  Royal  Brierley  crystal, 
with  pure  gold  gilding  on  decorative 
surfaces.  Complete  suite  comprises  2 
claret  jugs,  2  coasters  and  S  goblets. 
Described  by  Judith  Banister  as  having 
"virtually  no  antecedent  in  antique 
English  silver.  Besides  its  obvious  in- 
vestment value  . . .  has  its  own  intrinsic 
appeal  to  fascinate  and  captivate  the 
collector." 

Individually  numbered  and  London 
hallmarked.  Design  incorporates  the 
historic  'Ship  &  Castle'  Bristol  mark.  It 
is  recommended  that,  for  investment. 


purchases  be  made  either  as  pairs  or 
complete  sets. 

Prices  including  VAT:  Goblet  £75; 
Coaster  £11 Jug  £250;  Complete 
suite  £1,250.  Jug  is  12J"  high,  goblet 
6|",  and  coaster  d\'  diameter. 

Full  colour  brochure  available  on 
request.  For  all  orders  and  further 
information  on  this  extremely 
limited  edition  write  to: 
The  Heritage  Collection 

Room  L7 
17,  Orchard  St.,  Bristol  1. 
Tel:  (0272)  23831 

U.S.A.  Office: 

1014  Madison  Avenue, 
New  York  10021 
Tel:  New  York  (212)  6281  200 
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FESTIVAL  OF 
EDINBURGH  SILVER 

A  taste  for  rococo  ornament  dominated  Scottish  silver  from 
the  mid-eighteenth  century  onwards,  but  it  was  a  style  in  which 
the  ebullience  is  tempered  by  a  native  sense  of  restraint. 


Appropriately  thistle-shaped,  a  pair 
of fluted  and  gadrooned  goblets  made  in 
1830  by  Alexander  Edmonston.  Each  is 
6  in.  high,  and  the  pair  weigh  12  oz. 


A  nice  balance  between  the  rococo  scrollwork  and  the 
plain  surfaces  for  a  tapered  cylindrical  coffee  pot 
with  tuck-in  base  and  stepped  domed  cover.  10  in. 
high  and  weighing  37  oz.,  it  was  made  by 
Robert  Low  in  1736.  In  typically  Scottish  form, 
this  spherical  teapot  on  a  circular  foot  exemplifies 
the  rococo  revival  of  the  early  nineteenth  century. 
Richly  chased  with  flowers,  foliage  and  scrolls, 
it  is  7i  in.  high  and  weighs  lg  oz.  It  was  made  in 
1818  by  W.       P.  Cunningham  of  Edinburgh. 


Fine  soup  tureen  and  cover  of  1793  by 
W.  Cunningham  features  applied  cast  and  chased 
feet,  handles  and fnial  in  the  rococo  manner, 
unexpectedly  combined  with  an  engraved  drapery 
border  to  the  cover  and  enclosing  the  contemporary 
armorials.  i8i  in.  wide  overall  and  12  in.  high, 
the  tureen  weighs  113  oz. 


Fine  silver  Jor  the  collector  from 

g<  SIMON  KAYE  LTD. 


H  ALBEMARLL  STREET  .  PICCADILLY  .  LONDON  Wl 

Telephone  01-493  7658 


In  association  with 

/.  Freeman  &^  Son  Inc  .  12  East  $2nd  Street  .  New  York  NY  10022.    Telephone  759-6900 

Members  of  the  Art  8c  Antique  Dealer 's  League  of  America  Inc. 
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FRANK  CARO 
GALLERY 


Porcelain  polychrome 

reticulated  plate 
Ch'ien  Lung  period 
Diameter  11 1/4  inches 


SEP* 


FRANK  CARO  •  FRANCIS  CARO 
41  EAST  57th  ST.,  >'EW  YORK,  N.  Y.  10022 
(212)  PL  3-2166 


Derby  Tailor  and  his  Wife 
(impressed  No.  62) 


CHARLES  &  ANN  BAUMANN 
449  Westminster  Avenue, 
Elizabeth,  N.  J.  07208. 

212-SA  2-6586  (weekdays) 
201-EL  4-0535  ( weekends  and  evenings) 


ANTIQUE 
FURNITURE 


HE  CONNOISSEURS  GUIDE  TO 

ANTIQUE 
FUHNITURE 

from  all  good  booksellers  or  by  post  from: 
The  Connoisseur  Book  Division, 
Chestergate  House, 
Vauxhall  Bridge  Road,  SW1V1HF 
Published  by 

The  Connoisseur 


36  The  Connoisseur,  August,  1973 


HOBART  HOUSE 


SCOTTISH  SILVER 

A  sampling  of  our  unusual  Scottish 

silver  now  in  stock. 
(Left  to  right,  front  to  back:) 
"WHITE"  WINE  LABEL,  Edward 

Livingstone,  Dundee ; 
"CURRANT"  WINE  LABEL,  John 

Ziegler,  Edinb. ; 
TALL  OVAL  BOX,  Peter  Arthur. 

Glasgow  1830; 
PAP  BOAT,  T  &  F,  Edinb.  1798; 
RECTANGULAR  BOX,  A.  David- 
son of  Perth,  Edinb.; 
SINGLE-HANDLED  QUAICH,  R. 

Anderson,  Inverness  (Sold)  ; 
COWRIE    SNUFF   BOX,  Robert 

Haxton,  Edinb.  1825; 
FLUTED   LADLE,   John  Welsh. 

Edinb.  1765; 
WAX  JACK,  I.  H.,  Edinb.  1819; 
FLASK,  Arms  of  Earl  Dysart. 
Not  Shoivn :  Dundee  Lancet  Case, 
Early  Edinburgh  Wine  Slide,  Ball 
and  Toggle  for  Shepherds  Cloak, 
Glasgow  Marrow  Scoop,  Edinburgh 
Wine,  Funnel  Stamps,  etc. 
All  Hobart  House  Quality  silver 
ivithout  repair. 


Box  128,  Haddam,  Connecticut  06438 
Telephone  (203)  345-2525 
Prior  Appointment  Advisable.  Malcolm  Stearns,  Jr. 


Philip  &  Bernard  DOMBEY 


174  Kensington  Church  Street 
London  W8 
01-229  7100 


A  rare  French  quarter 
chiming  black  marble 
and  ormolu  automaton 
clock  surmounted  by 
the  figure  of  a  wizard 
who  strikes  four  bells 
with  a  hammer  on  each 
quarter  of  the  hour. 
25  J  inches  high. 
(Circa  1850) 

Illustrated  and  priced 
catalogue  showing 
magnificent  selection  of 
Buhl,  tortoiseshell, 
ormolu,  marble,  enamel 
and  porcelain  clocks  in 
colour  on  loan  free 
of  charge. 

Deposit  required  ,£'0 
($24.00)  which  will  be 
refunded  when 
catalogue  is  returned. 


GARRARD  WISH  TO  PURCHASE 

Jewellery  and  silver  by  Robert,  James  or 
Sebastian  Garrard.  Most  pieces  will  be  marked 
'Panton'  or  'Albemarle'  Street. 

GARRARD 

The  Crown  Jewellers 
112  Regent  Street,  London,  W1A  2JJ  Tel:  01-734  7020 


Catfjeralte  of  Cljesster 


Established  1909 

Tudor  House 
Lower  Bridge  Street 
Chester  20095 


Old  English  Furniture  and 
Sporting  Pictures 
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RAMBOUILLET  TAPESTRIES 


by  Allan  Waller  Ltd. 


The  Rambouillet  Tapestries  are  a  distinguished  collection  of  some  32  tapestries 
reproduced  with  the  approval  of  the  collections  and  museums  from  which  they  have 
been  taken.  The  fabrics  are  woven  in  France  and  the  designs  screened  on  in  such  a 
manner  that  the  end  result  is  the  exact  appearance  of  the  tapestry  in  its  present  state. 
There  are  pastoral,  hunting  and  allegorical  subjects  ranging  in  price  from  $360  to  $2200. 
For  our  full  color  catalogue  send  $4  to  Closson's,  Cincinnati,  45202,  Ohio. 


The  above  Rambouillet  tapestry,  Le  Bain  (4'  7"  x  4'  6"),  has  been  reproduced  from 

a  late  1  5th  century  tapestry  in  the  collection  of  the  Cluny  Museum  and  is  priced  at  $630; 

the  Georgian  serpentine  chest  (39  x  21  i  x  35),  England  c.  1  770,  has  fiddleback  mahogany 

drawer  fronts,  giving  it  a  particularly  beautiful  color;  the  black  lacquer  clock  (1  8  x  9  x  86), 

is  by  James  Scholefield,  London  c.  1  740;  the  early  1  8th  century  Windsor  chair  is  of  oak 

with  a  yewtree  back  (22  x  22  x  37i) .  These  are  but  three  from  a  choice  shipment  of 

1  8th  century  antiques  recently  ar.  :v  1  For  inquiry  call  51  3-621  -1  536. 


Interior  Design 


Est.  1866 
Cincinnati  45202,  Ohio 


Fine  Arts 


This  truly  magnificent  22  piece  salon  set  has  been  removed  from  the  Chateau  De  Treves,  Le  Quinaux,  France 
and  is  of  the  finest  quality,  breathtaking  in  every  detail,  with  sumptously  carved  gilt  frames  and  Bronze 
work,  consisting  of  a  nine  piece  Silk  Beauvais  salon  set  signed  in  the  Beauvais,  a  Bronze  clock  and  candelabra 
set  signed  Lemerle  Charpentier.  Bronzier,  a  pair  of  Bronze  Sconces.  Bronze  Barometer  and  Cartel,  Bronze 
Floor  lamps,  Bronze  Andirons  and  Bar,  Gold  Gilt  Frame  Mirror,  Gold  Gilt  frame  Screen  with  Needlepoint 
panel  and  a  Gold  Gilt  frame  bench  with  Needlepoint  panel;  a  massive  Bronze  d'ore  20  arm  chandelier  with 
Baccarat  Bobeches. 


MGM  GALLERIES 

313  MAPLE  STREET, 
SPKIXGFIELD,  MASS.  01105 
PHONE:  413  739  6279 


For  Connoisseurs  of  French  Period 
Pieces  and  of  rare  and  unusual  items 
of  museum  quality. 
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The  Bill  of  Sale 

Canvas:  22£  x  33  ins.  (57  x  84  cms.) 
Exhibited:  Royal  Academy  1876,  No.  264 


SIR  WILLIAM  QUILLER  ORCHARDSON,  R.A. 

Signed  and  dated  1876 

Framed:  28  x  38]  ins.  (71  x  97  cms.) 


I  870-1973 

M.  NEWMAN  LTD. 

Members  of  the  British  Antique  Dealers'  Association  Ltd. 

43a  DUKE  STREET,  ST.  JAMES'S  &  1/5  RYDER  STREET,  LONDON,  SWi 

Telephone:  01-930  6068/9  Telegraphic  address:  NEWPIC,  LONDON,  SWi 


A  Queen  Anne  silver  Monteith  Bowl  LONDON  171  3  by  Edward  Peacock  1  1  >  in.  across.  74  oz. 
Fully  marked  on  base  and  rim.  The  Arms  are  those  ol  Robert  Heysham  of  East  Greenwich,  Kent. 


16c  Grafton  Street,  London,  W.  I     Telephone:  01-493  1^97 


A  fine  quality  French  striking  clock 
by  Aubert  &  Klaftenberger,  circa  1850. 
Height  19J",  width  14",  depth  7". 


Briiforcis 

EASTBOURNE    S  EXETER 


Terminus  Road: 
Eastbourne  25452. 

Bedford  Street:  Exeter  54901 
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FERNANDES  &  MARCHE 

23  MOTCOMB  STREET,  BELGRAVE  SQUARE 
LONDON  S.W.I. 
01-235  6773 


A  Fine  Sheraton  Satinwood  Secretaire  Bookcase  circa  1780. 
Height  79"    Width  31"    Depth  20" 


Outside  frame 

34"  x  40" 


"Capri" 
Ivan  Choultse 


FREDERICK  THOM  GALLERIES 

194  Bloor  Street  West 
(just  west  of  Park  Plaza  Hotel) 
Toronto  191,  Canada 

Telephone:  921-3522 
Area  Code:  416 


"In  Toronto'' 
Fine  paintings  by 
recorded  artists 


including  works  by: 

H.  Andrews,  D.  A.  C.  Artz,  Ladislaus  Bakalowicz,  S.  W.  Bakalowicz, 
C.  T.  Bale,  C.  E.  Boutibonne,  Fabius  Brest,  F.  A.  Bridgeman, 
Alexander  Cabanel,  Jan  van  Chelminski,  Ivan  F.  Choultse, 
J.  H.  De  Hass,  Bernard  de  Hoog,  Ed.  Debat-Ponsan, 
Edouard  Detaille,  Diaz,  Suzanne  Eisendieck,  Rudolph  Ernst, 
Edouard  Frere,  Frederick  Goodall,  R.A.,  A.  M.  Gorter,  Gordon  Grant, 
Paul  Grolleron,  Andre  Hambourg,  W.  Hemsley,  J.  J.  Henner, 
John  Rogers  Herbert,  Joseph  Highmore,  J.  J.  Hill, 
Thomas  Hudson,  R.A.,  F.  H.  Kaemmerer,  Ivan  Kowalski,  Landseer, 
Jean  Lazerges,  F.  van  Leemputten,  R.  Lefervre,  Henri  LeSur, 
E.  van  Marke,  J.  C.  Meissonier,  V.  M.  Milton,  Franz  Moormans, 
Fred  Morgan,  Erskine  Nicol,  R.A.,  Sir  W.  Q.  Orchardson,  R.A., 
C.  Pecrus,  John  Pettie,  R.A.,  Leon  Richet,  Ferdinand  Roybet, 
W.  Dendy  Sadler,  J.  Scherrewitz,  A.  Toulmouche,  Frans  Verhas, 
Horatio  Walker,  W.  Wyld,  and  others. 


ANTIQUES  AND  WORKS  OF  ART 


I  )r.  Wall  Worcester  Blue  and  White  Basket, 
Tray  and  Cover.  All  three  pieces  in  perfect 
condition.  6"  tall  u"  long. 


MALCOLM  FRANKLIN 

INCOirOlATID 

126  EAST  DELAWARE  PLACE  -  CHICAGO,  ILL.  606 1 1 
■  DELAWARE  7-0202 


Fine  quality,  George  II  period 
Mahogany  Circular  Dish  Top,  Tilting  Pedestal  Table 
with  bird  cage  support. 

circa  1755 


Rowland's  Antiques 

Route  202  -  Route  413 
Buckingham,  Bucks  County,  PA.  18912 
Telephone:  (215)  794-7611 

Member  of  The  National  Antique  and 
Art  Dealers'  Association  of  America,  Inc. 
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v*  A  LA  VIEILLE  RUSSIE 

ESTABLISHED  1851 

781  FIFTH  AVENUE,  NEW  YORK,  N.Y.  10022  •  PL  2  1727 
Catalogue :  The  Art  of  The  Goldsmith  *  The  Jeweler-  $6.00  including  postage  and  handlin. 


m 


<7^are  set  of 
FABERGE 
mcl^gammon  men 
in  rhodonite 
and  nephrite; 
in  the  original 
fitted  box. 


2 

J 

Japanese 
Art 

Oriental  Art 
754  Madison  Avenue  NY  10021 
212-348-7497 

((Japeriveiglits 


Contemporary  paperweight  with  subtle  iridescence  in  the  Art  Nouveau  style 
BY  JAMES  LUNDBERG  CALIFORNIA  GLASS  ARTIST.  S32  post  paid. 
Let  us  show  you  the  fascinating  world  of  paperweights.  Today's  fine 
limited  editions  as  well  as  classic  examples  of  antique  weights  a 
found  in  the  pages  of  our  latest  colour  catalogue.  S2.00  (ATTN:C.C 

c£.  (Selman  {/intic/ues 

(Specializing  tn  fine  paperweights 

23  Qi^kite  (Streei  <San  Francisco, 
(Salif.  94 109 

Siotie:  (415)  441-8847 


46  The  Connoisseur,  August,  1973 


HEIM 

SUMMER  EXHIBITION  1973 

PAINTINGS  AND  SCULPTURES 
OF  THE  ITALIAN  BAROQUE 


Bust  oi  <^ueen  Christina  of  Sweden  (1626-1689), 
probablv  fajr  Pietro  Balestri,  Rome  ca.  1680. 
Bruize,  H.  3i|  ins.  (80  cm.) 


59  Jermyn  Street,  St.  James's, 
London,  S.W.I. 
Also  in  Paris:  15  Avenue  Matignon,  Paris  VIII 


Cables:  Heimgal, 
London,  S.W.I. 


■■I 

A  superb  faded 
mahogany 
writing  desk 
with  tambour 
cylinder  top 
inlaid  with 
satin  wood 
and  olivewood. 
England, 
circa  1790. 
Height  40", 
width  54", 
depth  27". 


Enjoy  good  food 
in  Science  Hill  Inn. 

Both  Gallery  &  Inn 

located  in 

Historic  Science  Hill 


Wakefield-Scearce  Galleries 

Historic  Science  Hill,  Washington  Street,  Shelbyville,  Kentucky  40065 
on  BOTH  main  roads  ( U.S.  60  &  1-64)  between  Louisville  and  Lexington 
~]pen  every  day  9  a.m.  —  5  p.m.  Closed  Sundays.    (502)  ME  3-4382 


Are  you  a  patron  of  the  arts? 

All  who  appreciate  works  of  art  value  the  National  Art-Collections  Fund. 

Her  Majesty  Queen  Elizabeth  the  Queen  Mother  has  said  "Members  of  the  Fund 
can  fairly  claim  to  be  the  greatest  collectors  of  all  time,  with  this  fundamental 
difference,  that  whereas  their  predecessors  collected  for 
themselves,  they  collect  for  all  beholders." 

The  Fund  assists  museums  and  art  galleries  to  acquire  works  of  art  and  objects  of 
historical  importance.  In  1 962,  for  example,  the  Fund  was  responsible  for  launching  a 
public  appeal  which  resulted  in  the  Leonardo  Cartoon  beinc 
acquired  for  the  National  Gallery.  Hundreds  of  works  of  art 
have  been  bought  by  the  Fund. 

Our  museums  stand  as  witnesses  of  our  past  and 
inspiration  for  our  future.  Will  you  help  enrich  our 
heritage  through  the  National  Art-Collections  Fund  ? 

National  Art-Collections  Fund  members  enjoy  many 
privileges  and  these  will  soon  include  exemption 
from  the  proposed  admission  charges  to  the  1 8 
national  museums  and  galleries. 


The  National 
Art- Collections  Fund 


I  jll  details  of  the  Fund  can 
be  obtained  from : 

The  Secretary, 

National  Art-Collections  Fund, 
Hertford  House, 
Manchester  Square, 
LONDON  W1M  6BN 


I  should  like  full  details  of  the  Fund 
Name  


Address. 


The 

Bristol  600 


Sherry  Suite 

by  Richard  Hugo 


Limited  edition  of  60  onl v. 
Officially  commissioned  for  the  1373  Charter  Celebrations 


To  mark  a  double  event;  the 
granting  by  Edward  III  of  County 
Status,  first  ever  to  a  provincial 
borough,  and  its  removal  exactly 
600  years  later. 

The  suite  also  provides  a  fitting 
link  between  the  City's  sherry  and 
wine  trade,  and  the  famous  Bristol 
glass  making  tradition. 

Richard  Hugo  has  designed  a 
magnificent  crystal  glass  suite;  a 
sumptuous  decanter  and  6  glasses. 
Each  piece  is  engraved  by  hand. 
The  decanter  carries  the  full  City 
Coat  of  Arms.  The  glasses  each 
bear  a  different  illustration,  depict- 
ing in  astonishing  detail  some  of 
Bristol's  most  historic  monuments 
and  scenes.  Only  the  medium  of 
glass  can  bring  these  scenes  truly 
to  life. 


An  investment  and  work  of  art 
for  the  collector  and  connoisseur. 
Height  of  decanter  10",  glasses  5'. 
Individually  numbered  with  certi- 
ficate of  authenticity. 

Price  of  suite  £250  including 
p&p,  insurance  and  VAT. 


Colour  brochure  available  on  request. 
For  all  orders  and  further  information 
on  this  extremely  limited  edition 
write  to: 
The  Heritage  Collection 

Room  L8 
17,  Orchard  St.,  Bristol  1. 
Tel:  (0272)  23831 

U.S.A.  Office: 

1014  Madison  Avenue, 
New  York  10021 
Tel:  New  York  (212)  6281  200 
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NEWHOUSE 

GALLERIES,  Inc. 

Established  1878 


L'ETANG  AUX  RUINES 

By 

JEAN  BAPTISTE  CAMILLE  COROT 

1796  -  1875 


Size  26  by  2o  inches 

(Recorded  and  Reproduced  in  Alfred  Robaut's  "L'Oeuvre  de  Corot",  Volume  III,  Number  1734) 


19  East  66th  Street        New  York  City 

Telephone:  (212)  TR  9  -  2700      Cables:  EMAYENGAL 


London  &  Provincial  Art  Dealers 


BROD  GALLERY 

24  ST.  JAMES'S  STREET. 

S.W.1 

01  -839  3871/2 

CABLES  RESTAFF.  LONDON 

Fine  Paintings  and 
Drawings 


BUCKINGHAM 
GALLERY 

9  OLD  BOND  STREET, 
LONDON,  W.1 
01  -493  9331 
Permanently  in  stock 
works  by  Garbell,  Engelman, 
Lesieur,  Dodeigne.  Pelayo 


CLARGES  FINE  ART 

(Late  Clarges  Gallery) 

WEST  END  SHOWROOMS 
CENTRE. 

1  HANOVER  STREET.  W.1 
01-437  0986 
Watercolours,  Drawings, 
Oil  Paintings,  British  School 
1  9th  and  20th  Centuries. 
Monday  to  Friday  10-5.30 
(Viewing  by  appointment) 


CRANE  ARTS 

321  KING'S  ROAD.  S.W.3 
01-352  5857 
English  and  American 
Primitive  Paintings.  Modern 

Naives 


CRANE  KALMAN 
GALLERY 

178  BROMPTON  ROAD, 

S.W.3 

01 -584  7566 
20th  Century  Masters, 
Neglected  Painters, 
Younger  British  Artists 


DRIAN  GALLERIES 

5-7  PORCHESTER  PLACE, 
MARBLE  ARCH,  W.2 
01  -723  9473 
Modern  Masters 


FERRERS 

9  PICCADILLY  ARCADE 
ST.  JAMES'S,  S.W.1 
01  -493  6948 
French  Paintings  and 
Drawingsfrom  1  700  to  1  900, 
Victorian  Paintings  and 
Art  Nouveau 


FINE  ART  SOCIETY 
LIMITED 

148  NEW  BOND  STREET, 
W.1 

01  -629  51  16 

British  Art  of  the  1  8th  to  20th 
Centuries, 

Paintings,  Watercolours, 
Drawings  and  Sculpture 


FORES  LTD. 

123  NEW  BOND  STREET, 
W.1 

01  -629  531  9 

CABLES:  SEROPICS.  LONDON 

Old  and  Modern  Sporting 
Paintings,  Drawings  and 
Prints 


FROST  &  REED  LTD. 

41  NEW  BOND  STREET, 
W.1 

01  -629  2457 

CABLES:  PARNASSUS,  LONDON 

1  8th— 1  9th  Century  English 
and  Dutch  Paintings, 
Contemporary  English  and 
Modern  French  Paintings 


FRY 

58  JERMYN  STREET, 
ST.  JAMES'S,  S.W.1 
01  -493  4496 

CABLES:  FRYART.  LONDON 

English  Watercolours  and 
Drawings  of  the  1  8th  and 
1  9th  Centuries 


GIMPEL  FILS  LTD. 

30  DAVIES  STREET. 
W.1 

01  -493  2488 

CABLES:  GIMPELFILS.  LONDON 

20th  Century  and 
Contemporary  Paintings 
and  Sculpture 


GROSVENOR  GALLERY 

48-49  SOUTH  MOLTON 
STREET.  W.1 
01-629  0891 
20th  Century  Masters, 
Contemporary  Paintings, 
Sculpture  and  Graphics, 
specialising  in  Italian, 
Russian,  Czech  and  Chinese 
art.  (By  appointment  only) 


THE  HALLSBOROUGH 
GALLERY 

143  NEW  BOND  STREET, 
W1Y  9FD  01-499  1923 

CABLES:  PICTORIO.  LONDON  W.1 

Important  Old  Masters. 

1  9th— 20th  Century  Paintings 


HAZLITT  GALLERY  LTD. 

4  RYDER  STREET, 
ST.  JAMES'S,  S.W.1 
01-930  6821 

Italian  Painting  of  the  17th 
and  18th  Centuries,  French 
Painting  principally  of  the 
Barbizon  School 
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London  &  Provincial  Art  Dealers 


HEIM 

59  JERMYN  STREET. 
ST.  JAMES'S,  S.W.1 
01-493  0688 

CABLES:  HEIMGAL.  LONDON 

Old  Master  Paintings  and 
Sculptures 


HERNER  WENGRAF 

OLD  MASTERS  GALLERIES 

62  SOUTH  AUDLEY  ST.. 
W.1 

01-629  0223 

CABLES:  OLDGALL.  LONDON 

Fine  Old  Masters  and  1  9th 
Century  Paintings 


ALAN  JACOBS  GALLERY 

15  MOTCOMB  STREET, 
BELGRAVE  SQUARE. 
LONDON,  S.W.1 
01-235  5944 

CABLES:  ARTJAC.  LONDON 

Fine  17th  Century  Dutch 
and  Flemish  Old  Master 
Paintings. 

Monday  -  Frida /  10-5 
Saturday  1 0-1  or  by 
appointment 


HENRY  JACOBS 

174A  KENSINGTON 
CHURCH  STREET, 

(entrance  in  Kensington  Mall) 

LONDON  W.8 

01-229  2988 

19th  Century  English  and 

Continental  Paintings. 

Specialising  in  Dutch 

Paintings  of  the  Romantic 

School 


KAPLAN  GALLERY 

6  DUKE  STREET. 
ST.  JAMES'S,  S.W.1 
01-930  8665 
19th  &  20th  Century 
French  Paintings 


BRIAN  KOETSER 
GALLERY 

38  DUKE  STREET, 
ST.  JAMES'S.  S.W.1 
01-930  6309 

Old  Master  Paintings  of  the 
Dutch  and  Flemish  Schools, 
1  6th— 1  7th  Centuries 


LEFEVRE  GALLERY 

30  BRUTON  STREET,  W.1 
01-629  2250 
1  9th  and  20th  Century 
French  Paintings 


THE  LITTLE  GALLERY 

5  KENSINGTON  CHURCH 
WALK,  W.8 
01-937  8332 

Fine  quality  works  of  art  for 
the  small  collector.  Water- 
colours,  Drawings,  Oils 


MAAS  GALLERY 

15A  CLIFFORD  STREET. 
NEW  BOND  STREET.  W.1 
01-734  2302 
1  8th  and  1  9th  Century 
English  Paintings,  Drawings 
and  Watercolours 


MARLBOROUGH  FINE 
ART  LTD. 

39  OLD  BOND  STREET.  W.1 
01-629  5161 

CABLES:  BONDARTOS.  LONDON 

Fine  Impressionists  and 
20th  Century  Paintings, 
Drawings  and  Sculpture 


MARLBOROUGH 
GRAPHICS  LTD. 

17-18  OLD  BOND  ST.,  W.1 
01-629  5161 

CABLES:  BONDARTOS.  LONDON 

Contemporary  Graphics  and 
Multiples 


ROY  MILES 
FINE  PAINTINGS 

95  EATON  PLACE.  S.W.1 
01-235  4792 
Specialising  in  English 
pictures  of  the  1  7th 
and  1  8th  Centuries 
also  Dutch  and  Flemish 
Old  Masters 


MOTIF 

35  CONNAUGHT  STREET. 
W.2 

01-723  9477 
Multiples,  Lithographs, 
Graphic  Prints  and  Posters 
by  Leading  Contemporary 
Artists 


JAMES  R.  OGDEN  & 
SONS  LIMITED 

42  DUKE  STREET, 
ST.  JAMES'S,  S.W.1 
01-930  3353 

CABLES:  DIAMONDRY.  LONDON. 

S.W.1 

Specialists  in  Ancient 
Jewellery. 

Jewellers  and  Silversmiths 
for  four  generations. 
Also  of  Harrogate 


O'HANA  GALLERY 

13  CARLOS  PLACE. 
LONDON.  W.1 
01-499  1562 
Paintings  and  Sculpture 
from  the  1  9th  and  20th 
Centuries 
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London  &  Provincial  Art  Dealers 


OMELL  GALLERIES 

40  ALBEMARLE 
STREET.  W.1 
01-499  3685 
20th  Century  and 
Contemporary  Paintings  and 
John  Bentham-Dinsdale 
"Clipper  Ships  and  Sea 
Battles" 


OMELL  GALLERIES 

22  BURY  STREET. 
ST.  JAMES'S.  S.W.1 
01-839  4274 

Fine  19th  Century  Paintings 
at  realistic  prices 


N.  R.  OMELL 

6  DUKE  STREET, 
ST.  JAMES'S.  S.W.1 
01-839  6223 
1  8th  and  1  9th  Century 
English  Marine  and 
Landscape  Paintings 


HAL  O'NIANS 

6  RYDER  STREET. 
ST.  JAMES'S,  S.W.1 
01-930  9392 
Old  Master  Paintings  and 

Drawings 


THE  PARKER  GALLERY 

2  ALBEMARLE  ST.,  W.1 
01-49')  5906 

Marine,  Military,  Topograph- 
ical and  Sporting  Paintings, 
Prints  and  Watercolours, 
Old  Maps,  Ship  Models 
and  Curios 


MARJORIE  PARR 
GALLERY 

285  KING'S  ROAD.  S.W.1 
01-352  0768 
20th  Century  Paintings, 
Sculpture  and  Pottery 


DAVID  PEEL  &  CO.  LTD. 

2  CARLOS  PLACE. 
MOUNT  ST.,  W.1 
01-493  3161 
European  Works  of  Art 


THE  PICCADILLY 
GALLERY 

16a  CORK  STREET,  W.1 
01-629  2875  and 
01-499  4632 
British  Figurative  Painters, 
International  Symbolist/ 
Jugenstil  Works  -  Museum 
quality  British  and 
Continental  Drawings 


PRUDOE  GALLERY 

79  DUKE  STREET, 
GROSVENOR  SQUARE, 
LONDON,  W.1 
01 -629  6272 
Contemporary  Paintings, 
Sculpture  and  Graphics 


SPINK  &  SON  LTD. 

5-7  KING  STREET, 
ST.  JAMES'S.  S.W.1 
01-930  7888 

CABLES:  SPINK,  LONDON  S.W.1 

Coins,  Medals  and  Orders, 
Oriental  Art, 
English  Furniture, 
Paintings,  Drawings  and 
Silver 


H.  TERRY-ENGELL 
GALLERY 

8  BURY  STREET, 

ST.  JAMES'S,  SW1Y  6AB 

01-839  2606 

Old  Master  and  1  9th 

Century  French  Landscape 

Paintings 


ARTHUR  TOOTH  & 
SONS 

31  BRUTON  STREET,  W.1 
01-499  6741 

CABLES:  INVOCATION,  LONDON 

Old  and  Modern  Pictures  of 
International  Value  for 
Private  Collectors  and 
Public  Galleries 


TRYON  GALLERY 

41-42  DOVER  STREET,  W.1 
01-493  5161 

Sporting  and  Natural  History 
Pictures  and  Prints 


CHRISTOPHER  WADE 
GALLERY 

28  BRUTON  STREET.  W.1 
01-499  0298/9 

CABLES:  PARNASSUS,  LONDON 

Fine  Paintings  of  the  17th 
and  18th  Centuries  and 
Works  by  modern  artists 


WILDENSTEIN  &  CO. 
LTD. 

147  NEW  BOND  ST.,  W.1 
01-629  0602 

CABLES:  NAVILD.  LONDON 

Old  Master  and 
Impressionist  Paintings 
and  Drawings 
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GEORGIAN  FLATWARE  SERVICES 

(  'ppcr  left:  Old  English  Pattern  -  An  unusually  fine  60  piece  service 
for  12,  made  in  London  by  Eley  and  Fearn  in  1  Soo  (except  one 
tablespoon  -  1799).  Illustrated  here  with  antique  knives.  Modern 
knives  in  various  styles  available. 

( 'ppcr  right :  Bright-cut  Feather  Edge  Pattern  -  A  beautiful  60  piece 
service  for  12,  made  in  London  by  Eley  and  Fearn,  1806-9. 
The  matching  knives  are  modern. 

Lower  left:  Piddle  Pattern  -  A  perfectly  straight  service  for  12, 
made  in  London  by  Eley  and  Fearn  in  1823.  Modem  knives 
illustrated.  Other  styles  available. 


Antique  English  Silver 

CHOICE  GEORGIAN  HOLLOWARE  AND  COLLECTORS'  PIECES 
LARGE  SELECTION  OF  FLATWARE  INCLUDING  COMPLETE  TABLE  SERVICES 

Illustrated  catalogue  available  in  the  United  States—All  mail  orders  sent  on  approval 


Open  Tuesday  through  Saturday,  10  to  5 
Closed  Saturdays  in  summer  and  all  of  January  and  August. 

The  IJON  MRRK 

^Antique  English  Silver 
^Antique  jewelry 

554  Lincoln  Avenue,  Post  Office  Box  276,  Winnetka,  Illinois  60093 
Phone  312-446-8448  •  Charles  W.  Packer  •  Virginia  W.  Packer 
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JULIUS  BOHLER 

OLD  MASTER  PAINTINGS 
SCULPTURE  WORKS  OF  ART 


MUNICH 

Briennerstr.  25 

TELEPHONE:  MUNICH  (081 1)  555229 
TEL.  ADDRESS:  PAINTINGS 


We  used  to  enjoy 
being  sneezed  at. 

In  Fribourg  &  Treyer's  early  days  at  34  Haymarket, 
certain  differences  to  the  present  scene  would  have  been 
noted.  Apart  from  there  being,  literally,  a  hay  market  at 
the  south  end  —  useful  for  one  of  our  partners  who  kept  his 
horse  stabled  in  the  back  room  —  the  Prince  of  Wales's  set 
and  many  other  members  of  the  gentry  were  in  the  habit 
of  calling  in  to  sample  their  snuff  on  the  premises. 

Yet  the  visitor  today  will  find  the  premises  little 
changed,  and  our  cigarettes,  cigars  and  tobaccos  still  made 
to  the  same  exacting  standards. 


34  Haymarket,  S.W.i. 
Purveyors  of  cigarettes,  cigars,  tobacco  &  smokers'  requisites. 


Auction 

Art  of  the  19.  and  20.  Centuries 
Art  Nouveau  -  Art  Deco 

November  26/27 

Deliveries  will  be  accepted  until  September  15. 

Ketterer 


Galerie  Wolfgang  Ketterer  Munich 

8  Munchen  80  -  Prinzregentenstrafle  60 
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SILVERSMITHS  t  JEWEUER3 
CAWUNGION  *CO.LTO, 
LONDON 


Carrington 


This  pair  of  silver  gilt  Wine  Coasters,  London  made  by  Paul  Storr,  with  pierced  grape  vine 
borders  and  reed  and  scroll  rims,  is  fully  marked  and  dated  1818. 
It  is  part  of  a  new  collection  of  antique  silver  at  Carrington  in  Regent  Street. 
Made  over  a  considerable  period,  the  collection  is  both 
distinguished  and  of  substantial  size.  Other  pieces 
will  be  illustrated  from  time  to  time. 

130 

Regent  StreetWl. 

Telephone  01  -734  3727  Cables  Court  Jewel  London 
 . 
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PAUL  COUTS  LTD 

Member  of  the  British  Antique  Dealers'  Association  Ltd 


Chinese  bronze  statue  of  a  Bodhisattva.  Height  including  stand  19i". 

Inscribed  on  back : 

Made  on  the  eighth  day  of  April  in  the  fortieth 
year  of  the  Reign  of  the  Emperor  Chia-Ching 
from  donations  given  by  Buddhist  believers. 

Chia-Ching  (1522-1566) 


[01-107  WEST  BOW,  (VICTORIA  STREET)  EDINBURGH  EHi  2JP 

TELEPHONE:  031-225  3238. 
CABLES:  'ANTIQUES  EDINBURGH' 

Fine  period  furniture,  works  of  art,  oriental  &  ethnographical  antiquities. 
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SILVER  LYON  Ltd. 

Specialists  in  Provincial,  Colonial  and  Small  Collectable  Silver. 

at:  Grtintitlly  Castle,  Aberfeldy,  Pertlisliire,  Scotland.  Telephone:  Stratiitay  309. 


Glasgow  cup  and  cover  bv  Milne  & 
Campbell  c.  1780.  38  cm.  high, 

70  oz.  Of  additional  interest  due  to 
the  combination  of  Rococo  and 
neo-classical  influences  employed. 


Edinburgh.  Rare  set  of  two  caddies 

and  matching  sugar  box  all  in 
original  brass-mounted  mahogany 

case.  The  caddies  by  Alexander 
Gairdner  1772.  The  total  weight  of 
silver  is  24^  oz. 


Birmingham  snuff  box  by 
John  Shaw  1806.  Original 
inscription:  'This  tenement 
to  let  furnished.  For  further 
particulars  enquire  within'. 
5£  cm. 


London.  Miniature  globe 

with  variable  axis  by 
William  Batcman  c.  1825. 
Marked  on  both  base  and 

holder.  4  cm.  high, 
diameter  of  globe  2  cm. 


Exeter  porringer  or  bleeding  bowl  by 
John  Mortimer  1719.  Fully  marked 
on  handle  and  body,  engraved  on 
the  base  with  initials  and  the  date 
1720.  11  cm.  diameter,  .weight  3.1  oz. 


Calcutta.  Small  mug  by 
Hamilton  &  Co  c.  1860 
with  reeded  handle.  Fully 
marked  on  base  6  cm.  high. 
Weight  3£  oz. 


Photographs  by:  C.  A.  NIXON,  101  BOUNDARY  ROAD,  ST  JOHNS  WOOD,  LONDON,  NWS. 
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KENNETH  JACKSON 

Antiques 

"        * £  ^^^K*ffwKBBOS£tt  ^*      A  vprv  fine  nair  of  Oeorffe  11 
%,^*.^^p^^l®' .  '..-r-      Mahogany  fitted  Knife  Boxes 
*i" . v/.^^»?Sga^Hft:.» '. -  i    with  unusual  concave  fronts. 
B^^KjK'sPS^-3              Circa  1790. 

60  THISTLE  STREET.  EDINBURGH  EH2  1EN 

031-226  4788 

Antique  anb 

JANET  G.  LUMSDEN 


Fine  Quality  Tureen, 
Cover  and  Stand 

Blue  and  White  Worcester 
CI  770 

Length  of  stand 
including  handles  12" 

51A  GEORGE  STREET,  EDINBURGH 

Tel:  031-225  2911 


John  Mathieson  &  Co. 

Fine  Art  Dealers 


'Portuguese  Market' 
by 

J.  HAYNES-WILLIAMS  1872. 
Oil  on  canvas       30  x  42" 

48  FREDERICK  STREET,  EDINBURGH  EH2  1HG 
Telephone  03 1  -225  6798        03 1  -225  6686 
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The  Fine  Art  Society  Ltd 

The  Great  King  Street  Gallery 

12  Great  King  Street  Edinburgh  EH3  6QL 
telephone  031-556  0305 

Festival  Exhibition 
Edinburgh  1973 

1 8th  August  -  8th  September 
Weekdays  10.00  -  18.00  hrs. 


19th  and  20th  century  Scottish  Art 

'Echoes  of  Venice5  -  an  exhibition  of 
paintings  and  watercolours  to  salute 
Benjamin  Britten's  new  opera 
"Death  in  Venice55. 

Edinburgh  -  The  city  in  paintings  and 
watercolour 


1 
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cJVofman  Hayr 
^Antiques 


18th  &19th  Centurjr 
Work§  of  Art 


Important  Old  English  Writing  Table 
in  Mahogany  Carved  Frieze  and 
Fluting  of  Legs  in  Ebony. 
Circa  1800  (Adam). 


height 

2'6" 


width 

4'6" 


depth 

2'  9\" 


70-72  Grassmarket,  Edinburgh  EH1  2JR. 
Telephone  031-226  3950 


EDINBURGH  FESTIVAL  1973 


OPEN  CIRCUIT 

Film  and  Video 

1 8  August  -  9  September 


OBJECTS  U.S.A. 

The  Johnson  Collection 
Arranged  with  the  United 
States  Information  Service 
19  August -8  September 

MASTER  DRAWINGS  OF 
THE  ROMAN  BAROQUE 

4  August    8  September 


EARTH  IMAGES 

New  Ceramic 
Sculptures 

1 8  August  - 1 6  September 


The  Scottish  Arts 
Council  Gallery 
1 9  Charlotte  Square 
Admission  free 

Edinburgh  Art 
Centre 
Regent  Road 
Admission  by  handlist 
30p 

Talbot  Rice  Art 
Centre 
Old  College 
Edinburgh  University 
Admission  10p 

Scottish  National 
Gallery  of  Modern  Art 
Royal  Botanic  Garden 
Admission  free 


SCOTTISH  ARTS  COUNCIL  EXHIBITIONS 

Ring  031-226  6051  for  more  information 


GOING  FOR  A  SONG 


16  Dundas  Street 
Edinburgh 


Large  selection  of 
Georgian  and  Victorian 
furniture,  barometers, 
brass,  glass,  prints, 
pictures  etc.  Excellent 
trade  terms. 


We  are  clock  specialists, 
our  qualified  clockmaker 
will  be  pleased  to  advise 
you  at : 

The  Clock  Shop 
37  Thistle  Street 
Edinburgh. 
Tel:  031-225  6350 


8-day  weight  driven  grand-daughter  clock, 
cbonised  case  inlaid  with  brass,  Height  2 '  8" 
By  John  Cree  of  Glasgow  -  circa  1820. 
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mm  DANIEL  SHACKLETON 

74  THISTLE  STREET 
EDINBURGH  TEL.  031-226  5713 

Edward  Atkinson  Horncl  1864-1933. 

Japanese  Musicians.  Signed  and  dated, 

iono    r*\ ■  l         -              10       10  ■„  L 

lovo.  Oil  on  canvas,  lo  x  12  inches. 

M    m  1  *  1  li.^ml 

HH^.  r  -  k'** 

Miniature  of  Sir  Francis  Bernard 
1712-1779.  Colonial  Governor  in 
America  and  the  last  Governor  of 
Massachusetts  Hay.  His  thorough 

administration  of  the  Government's 
policy  hastened  the  American  War  1 
of  Independence. 
Watercolour.  3}"  x  3|".  | 

s        ^^^WB  ^Kr^' 

the 

twenty-third 

NORTHERN 

ANTIQUE 

DEALERS9 

FAIR 

The  largest  and  most  important 
Fair  in  the  Provinces. 

THE  ROYAL  BATHS 
ASSEMBLY  ROOMS 
HARROGATE 

Thursday  6th  Sept.  -  Thursday  13th  Sept.  1973 

The  fair  will  be  open  daily  from  11  a.m.  until  7  p.m. 
excepting  Thursday,  6th  September  and  Tuesday, 
1 1th  September  when  the  fair  will  remain  open 
until  9.30  p.m. 
All  exhibits  are  officially  approved, 
and  those  sold  will  be  replaced  daily. 

ADMISSION:  FIRST  DAY  50p  OTHER  DAYS  40p 


WHYTOCK  &  REID 

ANTIQUE  FURNITURR  &  EASTERN  RUGS 


A  fine  George  I  Walnut  Secretaire  Chest 
33"  wide  x  36"  high 

7  Charlotte  Square,  Edinburgh  EH2  4DR 
Telephone:  031-22^  1777 


6t 


Christie's 

In  conjunction  with  Monday,  September  17th 

Corkhill  &  Job  and  the  following  three  days 


The  Remaining  Contents  of  Croxteth  Hall,  Liverpool 
to  be  sold  on  the  premises 

By  order  of  the  Executors  of  the  late  The  Earl  of  Sefton 

Pictures,  Furniture,  Clocks,  Objects  of  Art,  Porcelain, 
Silver,  Books  and  Household  Furnishings 


The  Water '  )o  Cup  Coursing  Meeting,  by  Richard  Ansdell,  R.A., 
signed  and  lated  1840,  56A  in.  by  94  in. 

On  view  Thursday,  September  13th  -  Saturday,  September  15th 

9.30-5.30 

Admission  to  view  and  sale  by  house  sale  catalogue  only, 

price  £2.50  post  paid 

Separate  book  catalogue,  £1.00  post  paid 


Telephone:  (01)  839  9060    Telex:  916429 
8  King  Street  St  James's  London  SWlY  6QT     Telegrams:  Christian  London  SWi 


Christie's 

In  conjunction  with 

Corkhill  &  Job 


Monday,  September  17th 
and  the  following  three  days 


Set  of  three  Louis  XVI  ormolu 
and  Sevres  vases,  n  in.  and 
8 1  in.  high. 


One  of  a  pair  of  late  Louis  XVI 
mahogany  upright  chests,  one 
branded  with  Bellevue  Chateau 
mark,  52!  in.  high. 


One  of  a  pair  of  Louis  Philippe 
Sevres-mounted  small  pedestal 
cabinets,  45  in.  high. 


Our  representatives  in  America: 

New  York:  Perry  T.  Rathbone,  Christopher  Burge,  Robert  Waley-Cohen 

867  Madison  Avenue.  New  York,  N.Y.  10021.  Tel:  (212)  744.4017. 
Telex:  New  York  620721.  Cables:  Chriswoods.  N.Y. 


California:  Barbara  Roberts  Associates  Inc. 
450  North  Roxbury  Drive,  Beverly  Hills, 
California  90210. 

Tel:  (213)  273.0550.  Telex:  Beverly  Hills  674858. 
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Jine  Books  in  Jine  Bindings 
—  Ttyrc  Books 


Sets  of  famous  authors  in  beautiful  leather  bindings  priced  reason- 
ably. C  olor  Plate  books.  Fore-Edge  Paintings.  Cloth  Bound  sets 
etc.  A  ;scinating  general  antiquarian  book-shop  containing  one 
of  Ami  i  ca's  largest  collections  of  fine  books. 

Libraries  of  Books  Purchased 


Send  $1.00  for  catalogue 


J.  N.  BARTFIELD 

45  Weit  57tn  Street  (  •  econJ  floor)  •  New  York,  N.Y.  10019 

(212)  PL  3-1830 

Visit  New  York's  Most  Fascinating  Book  Shop! 
Open  Monday  to  Saturday,  9  AM  to  6  PM 
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3  PUBLIC  AUCTIONS 

SEPT.  6th,  7th  &  8th 

Garrison  Inn,  Garrison,  N.Y. 
Collection  of  Superb  Queen  Anne 
&  Victorian  Furniture,  Silver, 
China,  Etc.  -  1200  Items. 

SEPT.  17th 

Lord  Amherst  Motel,  Buffalo,  N.Y. 
Property  of  Joseph  Ambrose.  Art 
Glass  (500  Pes.),  Dolls  (20  Pes.) 
Miniatures  (100  Pes.),  Pipe  Organ 
&  Curly  Maple  Furniture. 

OCT.  12th  &  13th 

Garrison  Inn,  Garrison,  N.Y. 
1000  PATENT  MODELS 
All  Original  from  Patent  Office 
Dating  from  1836-1880 

III.  Brochures  on  Request-Catalogues  $2.00 


0.  Rundle  Gilbert 
Auctioneer- Appraiser 

Garrison,  N.Y.  10524 


Richards  C.  Gilbert 
Auctioneer 

Tel.  914-424-3657 


For  further  information  please  call  0.  Rundle 
Gilbert,  Route  9D,  Garrison,  N.Y.  10524 
914-424-3657 
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Sotheby's 

at  Gleneagles  Hotel,  Scotland 

Thursday,  30th  August,  and  Friday,  31st  August,  at  9  pm 


SILVER,  PORCELAIN,  MODERN  SPORTING  GUNS,  ANIMALIER 
BRONZES,  TASSIE  MEDALLIONS,  OBJECTS  OF  VERTU,  SHIP  MODELS, 
OLD  MASTER  AND  BRITISH  PAINTINGS  AND  DRAWINGS 

On  view  in  London  at  32-33  New  Bond  Street,  London  WiA  2AA,  from  Monday,  6th  August,  until 
Friday,  17th  August.  On  view  at  Gleneagles  Hotel  from  Sunday,  26th  August 


J.  Knox,  Govdn  Ferry,  1831,  21  i  by  2yi  inches 


Sotheby  &  Co.,  34-35  New  Bond  Street,  London  Wi A  2AA    Telephone:  01-493  8080    Te legrams: ■  Abinitio    Telex:  London  24454 
Representative  in  Scotland:  John  Robertson,  19  Castle  Street,  Edinburgh  EH2  3AH    Telephone:  031-226  5438    Telegrams:  Abinitio  Edinburgh 


Sotheby's 

at  Gleneagles  Hotel,  Scotland 

Thursday,  30th  August,  and  Friday,  31st  August,  at  9  pm 


A  (  h.imbcrlaiu's  Worcester  Bough  Pot  with  a  view  of  Dalkeith  House,  A  Scottish  Bullet  Teapot,  by  fohan  Got-helf-Bilsings,  Glasgow, 

12  inches  high  c.  1740,  6^  inches 


The  Forres  Communion  Cups,  by  Simon  Mackenzie,  Inverness,  c.  1724,  9  inches  high 


One  of  a  pair  of  Bloor  Derby  Peacocks,  6i  inches 


Sotheby's 

at  Gleneagles  Hotel,  Scotland 

Thursday,  30th  August,  and  Friday,  31st  August,  at  9  pm 


Julius  Cxsai  Ibbctson,  Landscape  with  Drover  ami  Cattle,  11  by  14  j  inches 


Alexander  Nasmyth,  Brechin  Castle,  u  by  54  inches 


—  at  the  Del  ft  Fair 


KUNSTVEILINGEN  MAK  VAN  WAAY  N.V. 

DIRECTOR  H.  S.  NIENHUIS 

THE  LARGEST  FINE  ART  AUCTIONEERS 
IN  THE  NETHERLANDS 

CATALOGUES  ON  DEMAND 


ROKIN  102  AMSTERDAM,  NETHERLANDS 

TELEPHONE  246215 
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by  appointment  to 
H.M.  the  Queen  of  the  Netherlands 


Specialists  in 
antique  silver, 
jewellery 
and 

Renaissance  jewellery 


ROKIN  120    •    AMSTERDAM    •  NETHERLANDS 

TELEPHONE  249688 


-at  the  Delft  Fair 


by  appointment  to 
H.M.  the  Queen  of  the  Netherlands 
and 

H.R.H.  the  Prince  of  the  Netherlands 


Nystad  Antiquairs  Lochem  B.Y. 


SINCE  1862 


A  rare  and  superbly  chased  Amsterdam  gold  box  made  in  1752 
by  the  famous  Huguenot  goldsmith  JACQUES  GIRARDIN. 
The  lid  chased  with  the  mythological  scene  of  Hercules  at 
the  Crossroads.  Measurements:  57  x  45  x  21  mm. 

AMSTERDAM,  ROKIN  86 
Open  Mon-Fri.  10  a.m. -4.30  p.m.  Sat.  by  appt. 
Tel.  020-223830.  Private:  05730-2432 


Abbie  Vischschoonmaker  Galleries 

International 


Rugs  and  Tapestries 
Specialists  in  Antique  Oriental  Silk  Rugs  and  Carpets 


Tel:  02092^550 


Export  Office: 
12  S'-Gravesandeplcin 
Amsterdam,  Holland 

Cables:  Vipeta       Telex:  Krusped  13008 


( lallcry  : 
2,  Zevenend, 
I  Mr  en  n.h. 
Holland 

I  elephone :  021 57  3806 


Gallery  : 
4J  Maddox  Street, 
(of  New  Bond  Street) 
London  W.i 
Telephone:  01-493  8§8g 
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Hennell 

Frazer  and  Haws 

1  Davies  Street,  Berkeley  Square,  London  W1Y  2NY 


Goldsmiths,  Silversmiths,  Jewellers 
Telephone  01  -499  3011 


Diamond  brooch  pendant  with  loop 
c.  1860. 


Photographed  actual  size 


SHOWCASE 


4$ 


ifN.  MOIHtK 


BILSTON  &  BATTERSEA 
ENAMELS 


Colourful  boxes,  small  objets  and 
Limited  Editions  of  great  interest 
to  collectors  are  once  again  being 
produced  in  Bilston,  as  in  the 
18th  century.  Exclusive  to 
Halcyon  Days  in  the  U.K.  Export 
trade  enquiries  to  Halcyon  Days. 
Colour  brochure  sent  on  request. 

HALCYON  DAYS  LTD 

Antiques  &  Objets  d'art 
14  Brook  Street  London  Wl  Y 1AA 
Telephone:  01-499  5784 


iiMiMirj;iiNHi;i'j'MMii 
EXPORTERS 

Exporters  of  English  antiques  of  the  Oueen 
Anne,  Georgian,  Victorian,  Edwardian  and 
art  nouveau  periods.  Suitable  for  American, 
German,  Italian  and  Japanese  importers. 
Full  containers  for  sale  from  £2  500. 

Shipping  service  for  the  travelling  American 
and  Japanese  anpque  Dealer  We  collect 
pack,  insure  and  deliver  safely  your  merchan- 
dise at  competitive  rates. 
British  Antique  Expo.ters  Ltd.,  Tel:  New- 
haven  (07912)  5561  '8  lines)  New  Road 
Industrial  Estate,  Newh  wen,  Sussex. 


A  DICTIONARY  OF  MARKS 
Price  £1.50 


From  all  good  booksellers  or  from 

THE  C  ONNOISSEUR  BOOK  DlVJSli  »M 

CHESTKHGATE  HOUSE, 

VAUXHALL  BRIDGE  ROAD,  SW1V  1HE 


Connoisseur  glntttiuefi. 

(Peter  and  Queenie  Kaufmann) 

29  Meeting  House  Lane 
Brighton,  Sussex  BN1  1  H B 


We  hold  one  of  the  most  comprehensive  collect 
ions  of  FINE  CARRIAGE  CLOCKS.  Your  en 
quiries  are  invited  by  'phone,  letter  or  personal  call 
GRAND  SONNERIES,  QUARTER  REPEAT- 
ERS, FINE  CASES  BY  BEST  MAKERS 
ALWAYS  IN  STOCK. 


Wttplmb  jWanor 

Antiques 

in  the  village  of  Lustleigh 

(off  the  Bovey  Trace v- Moretonhampstead 
Road) 

in  the  county  of  Devon 

VICTORIAN  GLASS,  POTTERY, 
PORCELAIN,  SILVER,  COPPER 
AND  BRASS 

MONDAY-FRIDAY  2.30-5.30 
or  by  appointment 
(Lustleigh  326) 


TUTANKHAMEN 


Price  £3 

From  all  good  booksellers  or  from 

THE  CONNOISSEUR  BOOK  DIVISION, 

CHESTERGATE  HOUSE, 

VAUXHALL  BRIDGE  ROAD,  SW1V  1HF 


CLOVER  HOUSE 

Books  for  Collectors 

P.O.  Box  798-D 
Calistoga,  Calif.  94515 

Books  about  antiques,  art, 
illustrated,  children's,  etc. 

Over  1 ,500  titles 
(old  and  new)  in  stock. 
FREE  search  service  for 
out-of-print  books  on 
all  subjects.  Send  wants. 
Catalogues  issued. 


S.  and  K.  Morris 

Six  Bells,  Pathlow, 
Stratford-upon-Avon. 
(On  the  A3  4) 
Tel:  Stratford  4350 

Paintings  by  Birmingham  and 
W.  Midlands  artists. 
Example  from  list: 
Charles  March  Gere, 
R.A.,  R.W.S.,  R.B.S.A. 
Trees  in  March.  Sd.  fnono. 
9"  x  13" '.  A  superbly  evocative  oils. 
Exhibited N.E.A.C.  £190. 
List  on  request. 


Silver  Tankard 
Ceo  III     Newcastle  1 785 
Approx.  28  ozs. 
Maker  -  Robertson  Langlands. 

R.  E.  PORTER 

2  and  4  POST  OFFICE  ROAD 

BOURNEMOUTH    Bournemouth  24289 


FINANCE 

FOR 

IMPORTERS 


UP  TO 
180  DAYS 

We  pay  your  supplier  world-wide, 
and  draw  a  180  day  bill  on  you. 

Write  for  full  details  today  advising 
name  and  address  of  your  bankers. 

PHENSHIP 

CONFIRMING  HOUSE 

17  AMBROSE  AVE.,  LONDON  N.W.  11, 
ENGLAND  PHONE  01-4585909 


George  I  octagonal  lapcrslick,  London  1718, 
Briltania  Standard,  by  Henry  Jay. 
Height:  4$  ins. 

de  Havilland  (Antiques)  Ltd. 

41,  Old  Bond  Street, 
London,  W.l 
Tel.  01-493  4392 


An  extremely  fine  James  II  Salver  on  Fool. 
London  1685,  maker's  mark  R.L.  in  a 
dotted  circle. 
Weight  31  oz.  6  dwts.  Diameter  11'.  ins. 
The  arms  are  those  of  Petty,  Baron 
Shclbonrne,  impaling  Williams. 

H.  R.  JESSOP  Ltd. 

3  MOTCOMB  ST.,  DELGKAVE  SQ. 
LONDON  S.W.I.  01-2352978 


BOOKS  FOR  COLLECTORS 

LYLE  OFFICIAL  ANTIQUES  REVIEW:  Contains  1000's 
of  previously  unpublished  il lustrations  with  'at  a 
glance'  information  on  current  values  and  trends. 
Over  500  pages  Order  your  copy  now.  ONLY  £5.00 
Antique  Dealers  Pocketbook  £1.25 
Popular  Antiques  and  their  Values  £1 .50 

More  profit  from  your  Stock  £1.50 
Tricks  of  the  Antique  Trade  £1.80 
How  to  deal  in  Antiques  43p 
ABOVE  6  BOOKS  (COMBINED  Offer)  £10.95  P&P  FREt 
World  Coin  Catalogue  (over  850pp. )  £2.50 
Chairs  (Guide  to  choosing,  buying  and  collecting)  £4.00 
Handbook  of  British  Pottery  and  Porcelain  Marks  £1 .50 
Antique  Collectors  Handbook  (320pp. )  £1 .25 

Antique  Firearms  -  Care,  Repair  6  Restoration  £3.50 
The  Pewter  Collector  £4.00 
British  Antiques  Yearbook  £3.50 
Antiques  in  Miniature  £3.50 
Art  and  Antique  Restoters  Handbook  £1 .50 

Modern  Coins  (1789  to  the  Present)  £7.00 
Antique  Collectors  Dictionary  (over  200pp  )  £1 .95 
Antique  Weapons  (over  1 75pp.)  £2.50 
Arts  Restoration  ONLY  £2.75 

English  House  Clocks.  1600-1850  (Prac.  Guide)  £5.95 
Buttons  for  the  Collector  £3.00 
International  Antiques  Yearbook  £3.50 
Art  Treasures  of  the  World.  288pp.  £3.25 
World  Furniture.  352pp.  £2.95 
Technique  fr  History  of  the  Swiss  Watch.  51 2pp.  £3.50 
17th  &  1 8th  century  French  Porcelain.  364pp.  £1 .37 
English  Domestic  Clocks.  352pp.  £2.95 
Collectors  Dictionary  of  Glass  £2.75 
Collectors  Dictionary  of  the  Silver  and  Gold 

of  Great  Britain  and  North  America  £15.75 
Book  of  Copper  and  Brass. 

English  Fireplaces.  EACH  £1.75 

Fashion  through  Fashion  Plates  1 771  to  1 971  £5.00 
Investing  in  Maps.  Clocks  and  Watches.  Silver. 

Antique  Jewellery,  Georgian  Glass.  Pottery  & 

Porcelain.  EACH  £3.50 

Victorian  Porcelam,  Embroidery.  Pottery, 

Costume  and  Costume  accessories,  Silver 

andSilverplate  EACH  £2.50 

Cabinet  Makers  and  Furniture  Designers.  320pp.  £2.95 
Book  of  Oriental  Carpets  and  Rugs.  252pp.  £3.50 
Dictionary  of  English  Furniture.  684pp.  £18.00 
China  Repairs  and  Restoration  £1.25 
English  Coins  from  Charles  I  to  Edward  III  80p 
English  Coinsfrom  Edward  II  to  130  BC  £1.00 
English  Coinage  600-1900  (352pp.)  £10.00 
Antiques  at  Auction :  Over  1 .600  early  New 

England  pieces  illustrated,  dated  and  priced 

for  the  dealer  and  collector,  plus 

MUCH  MORE  ONLY  £8.00 

Repair  and  Re-upholstering  of  Old  Furniture  £2.25 
Small  Antiques  for  the  Collector  £1 .50 

Oriental  Art  of  India,  Nepal  and  Tibet.  175pp.  £1.25 
The  Book  of  the  Gun  £1.95 
The  Shorter  Dictionary  of  English 

Furniture.  684pp.  £18.00 
SASSOON  CHINESE  IVORIES  - 
3  VOLUMES.  A  catalogue  in  3  volumes 

compiled  by  S.  E.  Lucas.  Half  bound  classic 

vellum-cloth  sides  blocked  gold.  Printed  on 

hand-made  paper.  Limited  edition  of  250  copies. 

Each  volume  approx.  250pp.  with  225 

photographs.  ONLY  £125.00 

Add  1 0%  for  Postage  &  Packing. 
Wheel  (TC1)  41a  Adelaide  Grove,  London  W12. 


METRO 


80  EAST  11th  STREET 
NEW  YORK,  NY  10003 
(212)  673-3510 


Exporters  to  Britain 
and  the  Continent 


Very  rare  Seventeenth  Century 
Spanish  travelling  Vargueno 
47"  x  24"  x  14" 


Rare  straw  glazed  figure  of  a  dwarf. 
57  inches  high. 
Sui  Dynasty    589-618  A.D. 


q.  maUna,  inc. 

ORIENTAL  ART 

680  Madison  Avenue,  New  York,  N.Y.  10021 
(Carlton  House,  between  61 -62nd  Street) 
Telephone:  (212)  593-0323 

MEMBER:  APPRAISERS  ASSOCIATION  OF  AMERICA,  INC. 
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FOR  SALE 


Antiques  in  Britain.  184  page  Guide  Book/Price  Guide.  £1.69  ($5). 
The  Old  Town  House,  Wendover,  Bucks. 


Wanted:  Old,  non-humorous  legal  prints,  etchings,  engravings 
of  trials,  judges,  court  scenes,  anything,  relating  to  judiciary  or  politics. 
Wanted  also  bronzes  of  Russian  Cossacks.  Write  Hyder,  1918  Com- 
merce Building,  Fort  Worth,  Texas  761 02,  U.S.A. 


Antique  bicycles  and  related  materials.  Hollander,  36  Fern,  Mill 
Valley,  Cal.  94941 

Foreign  dealers  visiting  U.S.  -  for  good  English,  Continental  antique 
silver,  contact  the  Crowned  Harp  in  New  Haven,  Connecticut  area. 
Phone  203-787-1933 


MISCELLANEOUS 


Antique  Maps  and  Prints:  Illustrated  catalogue  25p.  Richard 
Nicholson,  Wavecrest,  Menai  Bridge  Road,  Bangor,  Caernarvonshire. 


Old  Prints.  Unrivalled  selection  on  all  subjects,  also  ORIGINAL 
DRAWINGS,  RARE  BOOKS  and  AUTOGRAPH  MANUSCRIPTS. 
Callers  by  appointment  only,  telephone  01-262  5439.  Walter  T. 
Spencer,  specialists  since  1 856, 47  Upper  Berkeley  Street,  London,  W.1 . 


Renaissance  Polish*  Versatile  translucent  wax  that  gently  lifts  the 
grime  of  antiquity  from  all  surfaces,  leaving  them  delightful  to  see  and 
touch.  Made  by  special  authority  of  the  British  Museum  and  supplied 
to  professional  restorers  everywhere.  Renaissance  is  now  available 
privately  by  mail  order  to  readers  of  THE  CONNOISSEUR,  at  Chestergate 
House,  Vauxhall  Bridge  Road,  London,  SW1V  1HF.  Price  per  can 
US/Canada:  $2.60.  Mailing  costs  per  can,  by  air:  $2.60;  surface:  $1.60. 
Price  per  can  UK  and  overseas:  £1.00.  Mailing,  per  can:  UK  15p; 
overseas  50p.  1 0%  discount  overall  on  orders  of  six  or  more. 
V.A.T.  at  10%  should  be  added  to  the  net  cost  of  all  orders  in  the  U.K. 
"('Exceptional . . .  unique  wax  polish'  -THE  CONNOISSEUR,  Oct.  1 970) 


Miss  Chinneck  Scoble,  London,  specialises  in  antiques.  Tel.  No. 
01-263  0061 


Antiques  are  being  Lost,  Damaged  and  Stolen  in  transit  every  day. 
Our  fully  comprehensive  Antiques  Service  is  safe,  reliable  and  econom- 
ical. Call  International  Messengers  Ltd.  153-155  Regent  Street,  London 
W1R  7FD.  01-437  4377. 


Detailed  Editorial  Indexes  for  The  Connoisseur  are  published  three 
times  a  year  at  50p  each  (plus  2ip  postage).  From  The  Circulation 
Dept.,  The  National  Magazine  Co.  Ltd.,  22  Armoury  Way,  London, 

S.W.18. 


Professional  Photographer  will  photograph  your  antiques,  anywhere. 
01-274  2602:  Academy  Photos,  13/15  Shakespeare  Road,  London 
SE24  0LA. 


WANTED 


Mon&y  paid  by  Collector  for  old  metal  toy  soldiers.  Phone  01-733 
5115  after  7.00  p.m. 


Register  advertisements  are  15p  per  word,  minimum  £2.25  for  15  words, 
which  must  be  prepaid  and  sent  to  the  Advertisement  Manager, 
THE  CONNOISSEUR,  CHESTERGATE  HOUSE,  VAUXHALL  BRIDGE 
ROAD.  LONDON,  SW1V  1HF.  (01-834  2331).  Addresses  or  Box 
Numbers  must  be  inserted  and  replies  to  the  latter  should  be  clearly 
marked  with  the  Box  Number.  The  Proprietors  of  The  Connoisseur  accept 
no  responsibility  for  any  sales  effected. 
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Matthew  Boulton 


An  exceptionally  fine  quality  Silver  Epergne 
executed  in  the  famous  Soho  Manufactory  of 
Matthew  Boulton,  silversmith,  entrepreneur  and 
close  associate  of  James  Watt. 
Birmingham  1823.  Height  12^  inches.  Weight  127  ozs. 

An  exhibitor  at  the  C.I.N.O.A.  Exhibition,  Bath. 


S.  J.  SHRUBSOLE 


S.  J.  SHRUBSOLE  LTD. 
43  MUSEUM  ST. 
LONDON  WC1A  1LY. 
TEL  01-405  2712 

One  minute  from  the  British  Museum. 

Member  of  the  British  Antique  Dealers'  Association 


S.  J.  SHRUBSOLE  CORP. 
104  EAST  57th  STREET 
NEW  YORK  10022 
TEL  0101-212-75-38920 

Member  of  the  National  Antique 
and  Art  Dealers'  Association  of  America 


Highland  landscape,  by  Sir  Edwin  Landseer,  1802-1873.  Oils,  canvas.  X 

Major-General  Robertson  is  our  permanent  agent  in  Scotland. 

Contact  him  at  Brackla  House,  Nairn.  Telephone  Cawdor  (STD  066  77)  220. 


A  Lacklustre  Festival 


This  year's  Edinburgh  Festival  programme  shows  a  want  of  spirit 
and  a  want  of  imagination;  and  the  same,  unfortunately,  has  been 
true  of  some  of  its  recent  predecessors.  The  Edinburgh  Festival 
has  become  the  Miss  Jean  Brodie  of  British  culture  -  a  Jean  Brodie 
far  from  in  her  prime.  A  museum  director  of  our  acquaintance 
commented:  'It  is  still  cast  in  the  tradition  of  Knox  -  and  I  don't 
mean  Ronnie'. 

It  is  not  the  province  of  this  magazine  to  criticize  the  musical 
diet  of  the  Festival,  though  that  seems  unadventurous  enough  this 
year,  with  the  possible  exception  of  a  Don  Giovanni  produced  by 
Peter  Ustinov.  But  we  are  qualified  to  draw  attention  to  one  sad 
aspect  of  the  programme  -  the  lack  of  any  major  show  of  visual  art 
initiated  by  the  Festival.  'Objects  USA'  -  a  display  of  American 
crafts  organised  by  the  S.  C.  Johnson  Company  of  Racine,  Wis- 
consin; an  exhibition  of  French  contemporary  art  organised  by  the 
Scottish  Arts  Council  at  the  Royal  Scottish  Academy;  and  a 
photographic  record  of  Sir  Tyrone  Guthrie's  career  -  these  arc  no 
substitutes  for  the  outstanding  shows  the  Festival  put  on  in  1954 
(Diaghileff,  by  Richard  Buckle)  and  1961  (Epstein);  the  last  really 
important  show  staged  at  the  Festival  was  the  Charles  Rcnnie 
Mackintosh  exhibition  of  1968,  and  that  was  organised  by  the 
Scottish  Arts  Council. 

Intervening  shows  of  value,  such  as  the  controversial  'Strategy  - 
Get  Arts',  have  largely  been  initiated  and  run  by  Richard  Demarco, 
of  whom  a  'profile'  is  published  in  this  issue.  The  effect  of  Mr. 
Demarco  on  Edinburgh  culture  may  be  compared  with  what 
happens  when  you  drop  a  piece  of  sodium  into  turgid  water.  Mr. 
Demarco  has  not  been  assimilated  by  the  official  Festival,  which 
appears  to  regard  his  antics  warily.  When  The  Connoisseur  offered 
to  give  a  substantial  cash  prize  for  an  art  or  craft  work  shown  at  the 
Festival,  Mr.  Peter  Diamand,  Director  of  the  Festival,  said:  'By  all 
means  give  something  to  one  of  Ricky  Demarco's  projects  -  but 
don't  imagine  that  by  so  doing  you  are  in  any  way  helping  the 
Festival'.  In  1971,  Guy  Brett,  the  art  critic  of  The  Times,  wrote: 
Visually  the  Festival  for  a  long  time  has  been  meagre.  The  massed 
motorbike  riders  in  red  jumpsuits  and  blue  helmets  roaring  up  to 
the  Tattoo  are  a  better  spectacle  than  any  official  street  decoration. 
The  main  art  exhibitions  have  often  been  worthy  but  they  rarely 
show  much  energy  or  imagination  or  sense  of  timing'.  This  still 
holds  true. 

The  tameness  of  the  Edinburgh  Festival  this  vear  may  be  judged 
by  comparing  it  with  this  year's  Brighton  Festival,  where  a  theme 
was  taken  -  the  British  and  India  -  including  the  cm.  client  'British 
in  India'  exhibition  of  art  and  cultural  relics;  sitar  playing  by  Imrat 
Khan;  and  classical  Indian  dancing  by  Lakshmi  Viswanathan.  Even 
the  festival  in  Hackney  -  a  place  with  far  fewer  resources  than  a 
great  city  like  Edinburgh  -  has  included  original  and  enterprising 


ideas  such  as  a  poetry  competition  judged  by  the  Poet  Laureate.  In 
1971  William  Mann,  the  music  critic  of  The  Times,  wrote:  'Peter 
Diamand  .  .  .  looks  like  reverting  to  the  old  starry  come-all-ye 
method,  whose  danger  is  that  the  Edinburgh  Festival  will  become 
artistically  indistinguishable  from  the  hundreds  of  other  arts 
festivals  in  Europe.  Some  sort  of  annual  or  local  theme  is  desirable'. 
In  reply,  Mr.  Diamand  assured  him  that  'he  has  no  intention  of 
abandoning  the  notion  of  festival  themes'.  Well,  there  isn't  much 
sign  of  one  this  year. 

The  Connoisseur  thought  the  Edinburgh  Festival  would  be  worth 
marking  with  a  special  issue  this  year;  but  there  was  no  reciprocal 
compliment.  In  this  matter,  of  course,  we  have  to  declare  an 
interest;  but  it  seems  to  us  symptomatic  of  the  general  stick-in- 
thc-mud  attitude  of  the  Festival  that  Mr.  Diamand  refused  to  allow 
us  to  put  the  magazine  on  sale  or  even  on  show  in  the  Festival 
Office  -  on  the  miserable  grounds  that  'it  had  never  been  done 
before  and  that  'it  might  conflict  with  sales  of  the  official  Festival 
brochure'.  We  feel  that  this  issue,  in  which  distinguished  scholars 
treat  some  of  the  achievements  of  Scottish  culture  in  the  past, 
could  be  a  positive  adjunct  to  a  festival  of  present  achievements,  the 
old  complementing  the  new.  What  was  the  spectre  that  haunted 
Mr.  Diamand?  Was  he  afraid  that  before  he  knew  where  he  was, 
they  would  be  selling  patent  medicines  or  copies  of  Old  Moore's 
Almanack  in  the  Festival  Office? 

By  the  time  this  editorial  appears,  there  may  have  been  some 
development  in  the  perennial  quest  for  a  new  opera  house.  This 
has  become  a  source  of  public  jokes  as  well  as  laments;  Bernard 
Levin  has  written  in  The  Times: 

There  arc  other  Edinburgh  Festival  traditions.  My  own 
favourite  is  the  colourful  ceremony,  which  takes  place  every 
year  about  this  time,  called  The  Promising  of  the  Opera 
House.  This  custom,  the  origins  of  which  arc  in  the  Scotch 
mists  of  antiquity,  is  carried  out  with  age-old  ritual  and 
solemn  dignity.  It  begins  when  the  Festival  Director  admits 
with  regret  that  the  King's  Theatre,  where  the  opera  has 
always  taken  place,  is  inadequate  for  the  purpose.  Amid  a  skirl 
of  bagpipes,  the  municipal  authorities  then  announce  that  a 
real  opera-house,  properly  equipped,  is  to  be  built  immediately. 
Finally,  with  a  sound  like  a  whoopee  cushion,  Edinburgh 
breaks  its  promise. 
One  wonders  what  Mr.  Diamand's  reaction  would  be  if  someone 
told  him  a  new  opera  house  was  out  of  the  question  be-  mse  one 
hadn't  been  built  before  and  it  might  conflict  with  th<  .tre  box- 
office  sales.  Caution  and  pusillanimity  never  won  cru-ides.  The 
Edinburgh  Festival,  as  Mr.  Diamand  has  admitted  this  year,  is  in 
financial  difficulties.  Unless  a  little  dynamism  and  flair  are  injected 
soon,  it  is  likely  to  remain  in  them. 
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Kindred  Spirits  in  Scotland: 

Turner  and  Scott 

Gerald  E.  Finley 


Colour  Plate. 

J.M.  W.Turner. 
I  No.  jg,  Castle  Street, 
1  Edinburgh, 
•  witercolour 
1 5ft  X  33  inches. 
I  Here  dated  c.  1836. 
I  Pierpont  Morgan 

Library,  New  York. 


During  a  period  of  twenty  years,  J.  M.  W.  Turner 
was  engaged  to  illustrate  works  by  or  about  Sir  Walter 
Scott.1  Yet  the  occasions  of  the  artist's  actual  contact 
with  the  author  had  been  few  and  relatively  brief. 
Turner  was  perhaps  in  touch  with  him  intermittently 
between  181 8  and  1826  over  the  illustrations  to  the 
Provincial  Antiquities2  and  once  several  years  later  when 
he  was  asked  to  contribute  designs  for  the  Poetical 
Works3.  But  it  was  on  this  latter  project  that  the  only 
close  and  sustained  encounter  between  the  two  men 
occurred  and  this  in  Scotland  for  a  period  of  less  than 
a  week  in  the  summer  of  183 1.4 

'I  am  glad  you  have  taken  Mr.  Turner  under  your 
own  management  and  that  you  have  made  a  bargain 
with  him  which  you  think  a  good  one'.5  So  wrote 
Walter  Scott  in  March  of  1831  to  his  publisher  Robert 
Cadell.  The  'bargain'  with  Turner  was  Cadell's 
agreement  with  the  artist  to  illustrate  the  new  edition 
of  the  author's  Poetical  Works. 

Scott  expressed  little  enthusiasm  for  this  arrange- 
ment. His  previous  collaboration  with  the  artist  had 
been  neither  pleasant  nor  profitable.  Yet  on  this 
occasion  the  outcome  was  to  be  the  establishment  of  a 
spiritual  kinship  which  the  author  at  this  juncture 
could  hardly  have  thought  possible. 

Scott's  first  encounter  with  Turner  had  taken  place 
when  the  artist  was  commissioned  to  illustrate  his 
Provincial  Atitiquities.  In  18 1 8,  the  artist  had  been 
invited  to  prepare  designs  to  supplement  those  or  other 
less  well-known  artists  so  as  to  give  the  publication 
added  distinction.  For  this  commission  Turner  appears 
to  have  made  two  trips  to  Scotland,  one  in  the  autumn 
of  1818,  at  the  outset  of  the  project,  and  the  other  in  the 
summcr  of  1822,  during  George  IV's  Scottish  visit. 

That  association  was  not  a  particularly  happy  one. 
When  Turner  visited  Scotland  to  collect  sketches  for 
the  Antiquities  illustrations,  his  mannerisms  and  ap- 
parent selfishness  made  him  vastly  unpopular  with 
some  members  of  the  Edinburgh  community.  When 
he  refused  to  fulfil  a  contract  obligation  relating  to  the 
project,  Scott  was  deeply  dismayed  as  he  found  the 
artist's  behaviour  indefensible. 

Undoubtedly  then,  Scott's  experience  with  Turner 
over  the  Antiquities  project  accounts  for  his  decided 
lack  of  enthusiasm  when  informed  that  the  artist  had 
agreed  to  illustrate  the  new  edition  of  the  Poetical 
Works.  Scott  believed  at  that  time,  and  certainly  with 
some  justification,  that  Turner  was  neither  co-operative 
nor  dependable.  He  confided  to  his  publisher,  'I  could 
rather  far  have  John  Thomson  [a  local  amateur]  doing 
his  best  than  Turner  slurring  it'.6 


1.  Charles  Martin. J.  M.  W.  Turner,  R.A., 

pencil,  13!  X  9j  inches.  National  Portrait  Gallery,  London. 

However,  the  commission  for  the  'Poetry'  had  been 
given  and  Scott  was  hardly  the  man  to  bear  a  resent- 
ment for  long.  In  the  spring  of  183 1,  the  author  with 
characteristic  benevolence  wrote  to  Turner,  inviting 
him  to  visit  Abbotsford,  his  'Conundrum  Castle'  on 
the  Tweed.  Turner  arrived  in  August  and  in  the  vicinity 
of  Abbotsford  some  of  his  most  memorable  views  for 
the  'Poetry'  were  taken.  And  it  was  here  that  Scott  had 
the  opportunity  to  become  properly  acquainted  with 
Turner,  both  as  an  artist  and  man. 

Although  Scott  had  been  considerably  weakened  by 
a  cerebral  attack  in  the  early  part  of  the  year,  he 
attended  Turner  on  several  sketching  outings.  To- 
gether and  in  the  company  of  publisher  Cac  ll,  they 
visited  locations  closely  associated  with  Scot  and  his 
poetry.  For  example,  they  travelled  to  Ashesticl,  Scott's 
early  residence  on  the  south  bank  of  the  Tweed.  Here 
the  author  had  written  his  famed  Marmiou  and  com- 
posed the  Lady  of  the  Lake.  Turner  made  several 
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2.  J.  M.W.Turner, 
Ashestiel,  pencil, 
4^  X  14  inches. 
'Abbotsford  Sketch 
Book',  Turner 
Bequest  cclxvii- 
90,  89a;  1831. 
British  Museum. 


Below. 

3.  J.  M.  W.  Turner. 
Melrose,  pencil, 
4^  X  14  inches. 
'Abbotsford  Sketch 
Book',  Turner 
Bequest  cclxvii- 
14a,  15;  1831. 
British  Museum. 
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sketches  of  the  house  (No.  2)  and  from  them  devised 
the  attractive  vignette  (No.  4)  for  the  Marmion  volume. 
The  Abbotsford  party  also  journeyed  to  Smailholm 
Tower  and  Sandyknowe  Farm,  a  locality  intimately 
associated  with  Scott's  childhood  and  commemorated 
In  him  in  the  Eve  of  St.  John.  Here  the  artist  made 
numerous  studies  and  trom  these  evolved  the  vignette 


or  Smailholm  Tower  which  was  to  embellish  one  of 
the  volumes  devoted  to  the  Minstrelsy.  Scott,  Turner 
and  Cadell  also  visited  the  famous  ancestral  home  of 
the  Haigs,  Bemerside.  In  the  thirteenth  century, 
Thomas  of  Ercildounc,  called  'The  Rhymer'  is  sup- 
posed to  have  lived  there.  Indeed  it  was  he  who  is  said 
to  have  written  the  prophetic  couplet  about  the  peel 


4.  J.  M.  W.  Turner, 

Ashesticl, 
watercolour, 
ni  x  8f  inches. 
Here  dated  1832. 
Fitzwilliam  Museum, 
Cambridge. 


and  its  owners:  'Betide,  betide,  whate'er  betide/There 
shall  be  Haigs  in  Bemerside'.  At  the  time  Turner  was 
not  especially  happy  about  the  house  as  a  subject  for 
illustration,  yet  the  design  which  was  eventually  pro- 
duced and  which  was  published  in  Sir  Tristram  (No.  5) 
has  proven  to  be  one  of  the  most  personally  revealing 
of  those  prepared  for  the  'Poetry'.  Another  illustration 
containing  personal  references  is  the  splendid  Melrose 
which  embellishes  the  Lay  of  the  Last  Minstrel.  One  day 
when  Scott  was  conducting  his  two  guests  to  locations 
to  be  illustrated,  he  halted  the  carriage  at  a  spot  over- 
looking Melrose  Vale.  Turner  was  so  struck  by  the 
beauty  of  the  place  that  he  returned  a  few  days  later  to 
record  it.  In  the  watercolour,  Melrose  (colour  p. 247), 
the  artist  celebrates  the  occasion  the  sketches  were  made 
by  depicting  himself  in  company  with  Robert  Cadell. 

During  these  outings,  Scott  discovered  a  great  deal 
about  Turner.  The  author  found  that  the  artist's 
reticence  was  not  due  to  a  want  of  humanity;  he 
apparently  had  this  in  abundance.  Scott  observed  a 
warmth  and  sensitivity  in  Turner  that  increasingly 
revealed  itself  during  the  period  of  the  Abbotsford  stay. 
There  were  other  aspects  of  the  artist's  personality 
which  must  have  delighted  the  author,  not  the  least  of 
which  was  his  engaging  humour.  There  was  also 
Turner's  seemingly  endless  enthusiasm  for  nature ;  his 
relish  for  a  scene  and  his  fresh  and  immediate  pictorial 
response  to  it.  These  were  some  of  the  qualities  of  the 
artist's  character  which  apparently  came  as  a  splendid 
revelation  to  Scott.  Turner  for  his  part  had  always 
deeply  admired  the  author,  and  he  had  been  tremend- 
ously flattered  to  have  received  an  invitation  to 
Abbotsford.  The  association  of  the  two  men  during 
these  few  days  must  have  reinforced  the  artist's  admira- 
tion for  Scott  and  undoubtedly  he  noticed  the  thawing 
of  the  author's  reserve. 

Scott  was  immensely  relieved  to  find  Turner  such  a 
congenial  guest.  Shortly  after  the  artist's  departure  for 
Edinburgh  but  before  his  tour  of  northern  Scotland, 
Scott  wrote  Cadell  a  letter  which  clearly  reveals  the 
personal  sympathy  which  seems  to  have  been  kindled 
between  the  two  men: 

My  complements  to  Mr.  Turner.  Miss  Mary 
Haig  [0/ 'Bemerside']  was  quite  disappointed  at 
not  finding  him  here  yesterday.  I  trust  Mr. 
Turner's  journey  [north]  will  he  as  successful 
as  it  has  been,  more  so  it  can  not  be.7 

Scott  also  wrote  to  his  son  Walter  about  Turner's  im- 
pending northern  trip  and  in  the  most  optimistic  of 
terms,  'I  think  he  will  make  a  superb  book  of  it.  If  he  is 
not  as  Burn[s]  sa[y]s  'killed  by  highland  bodies/And 
eaten  like  a  weather  haggis'.8  If  the  visit  changed  the 
author's  opinion  of  Turner,  it  confirmed  the  artist's 
high  respect  for  Scott.  Indeed,  the  impact  of  this  visit 
on  Turner  was  much  greater  and  more  profound  than 
might  be  imagined. 

But  Turner  did  not  leave  Scotland  without  having 
caused  the  ruffling  of  some  feathers.  Soon  after  his 
return  to  Edinburgh  from  his  northern  tour,  he  heard 
that  Scott  was  about  to  take  an  extended  trip  abroad  for 
his  health.  This  communication  deeply  disturbed  the 
artist,  for  he  believed  that  such  a  trip  could  mean 


delays  and  even  stoppage  of  the  project.  During  those 
days  at  Abbotsford,  Turner's  enthusiasm  for  the 
'Poetry'  and  its  illustrations  had  been  intensified,  and 
he  began  to  sec  this  project  as  a  collaboration  of  great 
artistic  significance.  That  Turner  should  be  so  deeply 
concerned  is  perhaps  understandable.  At  Abbotsford 
he  had  learned  of  Scott's  recent  stroke  and  had 
observed  his  deteriorating  state;  it  seemed  that  the 
author  might  be  mortally  ill.  Turner  concluded  that 
the  author's  trip  abroad  could  place  the  entire  project 
in  jeopardy.  To  such  an  extent  did  the  matter  torment 
him,  that  he  confided  his  fear  to  others.  Cadell  soon 
heard  of  Turner's  agitation  and  the  reasons  for  it,  and 
was  furious.9  He  undoubtedly  found  it  difficult  to 
believe  that  Turner  who  at  Abbotsford  had  appeared 
greatly  to  admire  Scott,  could  now  display  so  little 
concern  for  the  author's  health. 

As  it  happened,  Cadell  was  at  Abbotsford  when  in 
confidence  he  was  told  by  another  visitor  of  Turner's 
perturbation.  Cadell  made  serious  attempts  to  disguise 
his  own  agitation  from  Scott,  but  in  vain.  The  author 
had  perceived  that  something  was  amiss,  and  not  long 
after  Cadell's  departure  for  Edinburgh,  Scott  was  at 
the  bottom  of  the  matter.  The  next  day  the  author 
wrote  to  Cadell  that  he  had  now  learned  what  had 
caused  the  publisher's  discomposure,  that  he  had 


5.  Bemerside  Tower. 
Engraving  by 
W.  Miller  (1833) 
after  J.  M.  W. 
Turner's 
watercolour. 
From  Scott, 
Poetical  Works, 
1832-34,  vol.  V. 
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discovered  'with  pleasure  that  it  was  [due  to]  some 
anxiousness  of  our  Apelles  Mr.  Turner  who  was  how- 
ling like  a  dog  in  the  high  way  who  had  lost  his  patron 
in  a  strange  place.'10  Before  Turner  left  Scotland  in 
late  September,  the  misunderstanding  seems  to  have 
been  resolved.  Cadell  was  pleased  with  the  results  of 
Turner's  trip  and  convinced  that  the  project  was  now 
well  under  way. 

During  the  winter,  spring  and  early  summer  of  1832 
Turner  laboured  over  the  designs  for  the  Poetical 
Works.  These  watercolours  illustrate  locations  referred 
to  or  described  in  the  poetry  or  depict  places  associated 
with  Sir  Walter  Scott's  life.  However  they  are  more 
than  this;  they  are  landscapes  rich  in  association  and 
charged  with  emotional  significance.  They  are  vessels 
of  a  mood  which  is  both  palpable  and  consistent  with 
that  evoked  by  the  poetry.  It  is  a  mood  of  'historic 
presence'  which  in  the  poetry  is  evoked  by  themes  of 
balladry  and  mediaevalism,  and  in  the  illustrations, 
through  the  depiction  of  historic  battlefields  and  an- 
cient buildings  often  in  ruin.  It  is  this  aura  of  'historic 
presence'  with  its  implications  of  mutability  and  mort- 
ality which  provides  the  emotional  ambience  for  a 
number  of  deeply-felt  and  mainly  personal  references 
which  the  illustrations  contain. 

In  several  of  the  illustrations  associated  with  the 
Abbotsford  sojourn,  Turner  has  depicted  himself  with 
Scott.  These  particular  designs  he  conceived  as  private 
commemorations  of  his  visit.  But  they  are  commemor- 
ations in  another  sense;  they  celebrate  the  association 
of  two  men  of  artistic  genius.  Within  the  context  of 
'mortality  and  mutability'  these  watercolours  seem  to 
express  Turner's  deeply  felt  regret  for  the  passage  of 
time  and  the  inevitability  of  death,  particularly  in 
relation  to  himself  and  Scott. 

That  mortality  should  have  specific  relevance  to 
Scott  is  not  altogether  surprising.  Turner  and  Cadell 


whilst  at  Abbotsford,  observed  with  regret  and  deepen- 
ing sadness  the  author's  mental  and  physical  decay.  On 
the  day  of  their  departure  from  Abbotsford,  Cadell 
noted  in  his  diary,  'I  have  strong  doubts  of  Ins  [Scott] 
being  a  long  liver  . . .  if  he  goes  from  home  [to  Naples] 
I  fear  he  will  never  return.' 1 1 

But  the  grim  reality  of  approaching  death  which 
Scott's  illness  laid  bare  caused  Turner  to  contemplate 
more  intensely  his  own  mortality.  Almost  the  same  age 
as  Scott,  he  had  recently  suffered  recurring  bouts  of 
poor  health.  And  only  two  years  before  he  had  ex- 
perienced the  loss  of  a  dearly-loved  father.  That  the 
thought  of  death  haunted  him  is  suggested  by  a  will 
executed  immediately  after  his  father's  funeral  in  1829 
and  strengthened  by  a  second  one  prepared  shortly 
before  the  artist's  trip  to  Scotland  in  1 8  3 1 . 1 2 

Yet  whilst  these  illustrations  may  be  poignant 
reminders  of  death,  with  specific  reference  to  Scott  and 
Turner,  they  provide  consolation.  For  both  author  and 
artist  were  men  of  artistic  genius,  and  because  of  this 
Turner  believed  that  he  and  Scott  could  claim  im- 
mortality. Indeed,  in  these  illustrations  the  artist 
suggests  a  kind  of  reconciliation  between  mortality  and 
genius,  and  in  at  least  one  illustration  this  is  confirmed. 
In  the  view  of  Bemerside  (No.  5)  for  Sir  Tristram,  the 
symbols  of  Scott's  mortality  and  genius  are  displayed. 
The  author's  portrait  juxtaposes  a  sundial  and  a  spilled 
crock,  both  symbolic  of  the  brevity  of  life.  Beneath  the 
portrait  protrude  laurel  branches,  probably  emble- 
matic of  success  and  genius,  and  therefore  instruments 
of  his  immortality. 

Unfortunately  Scott's  winter  abroad  ended  tragi- 
cally. In  the  early  summer  of  1832  shortly  before  his 
return,  the  author  suffered  a  severe  and  crippling  stroke. 
From  this  attack  he  was  not  to  recover  and  indeed  the 
end  came  soon,  in  the  last  days  of  September.  But 
Turner's  homage  to  Scott  continued  long  after  the 
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ntter's  death.  When  the  author  died,  committees  were 
formed  throughout  Britain  and  overseas  to  find  ways 
of  commemorating  his  name.  Two  of  the  most  im- 
portant were  those  in  Edinburgh  and  London,  both  of 
which  proposed  to  raise  subscriptions  to  support  the 
erection  of  a  monument  in  Edinburgh. 

One  day  in  the  autumn  of  1832  Turner  received  a 
letter  inviting  him  to  join  the  London  committee.  The 
artist  was  highly  flattered.  There  is  a  good  possibility 
that  his  name  had  been  put  forward  by  Robert  Cadell. 
At  Abbotsford,  the  publisher  had  witnessed  the  crea- 
tion of  a  spiritual  bond  between  Turner  and  Scott,  and 
he  had  understood  the  artist's  tribute  in  the  'Poetry' 
illustrations.  Therefore,  if  Cadell  nominated  Turner  it 
was  probably  because  he  knew  of  Turner's  admiration 
and  affection  for  the  author.  Immediately  after  receiv- 
ing the  invitation,  the  artist  wrote  to  Cadell  indicating 
that  he  had  accepted  membership. 13  Whilst  Turner  was 
prepared  to  co-operate  with  the  London  committee  he 
may  not  have  been  aware  that  the  original  resolution 
to  finance  a  monument  in  Edinburgh  had  been  or  was 
to  be  abandoned.  When  the  committee  decided  to 
apply  its  collected  funds  to  diminish  the  vast  debt 
which  Sir  Walter  had  left,  Turner  may  have  lost 
interest.  We  do  know,  however,  that  the  artist  began 
to  take  increasing  interest  in  the  affairs  of  the  Edinburgh 
group,  whose  objective  was  still  to  erect  a  monument. 

Cadell  had  been  made  a  member  of  a  sub-committee 
struck  by  the  Edinburgh  group  in  1833  to  investigate 
the  nature  and  cost  of  the  proposed  monument  and  as 
well  as  to  determine  possible  sites  for  it.  Over  a  period 
of  two  years  the  sub-committee  deliberated  and  in  its 
report  published  in  November  of  183 5, 14  two  types  of 
monuments  are  considered.  The  one  which  was  pre- 
ferred was  a  Gothic  cross  containing  an  effigy  of 
Scott;  the  second  choice  was  of  a  simple  obelisk. 
During  the  sub-committee's  discussions  Turner  was 
apparently  kept  informed  by  Cadell.  When  the  sub- 
committee voted  to  consider  the  Gothic  cross  and 
obelisk,  Turner  heard  of  the  decision.  The  artist  con- 
fided to  Cadell  that  he  believed  die  only  acceptable 
memorial  to  Scott  was  the  obelisk.  That  the  sub- 
committee eventually  heard  of  Turner's  views  is  per- 
haps predictable.  But  no  one  could  have  anticipated 
the  sharp  cleavage  of  opinion  in  the  sub-committee 
which  was  to  ensue;  the  artist's  candid  but  innocent 
comment  may  have  touched  off"  the  bitter  struggles 
which  developed  over  the  selection  of  a  monument. 
Ultimately  the  obelisk  design  was  defeated,  but  not 
widiout  battle. 

That  Turner  was  aware  of  the  struggles  of  the 
Edinburgh  sub-committee  may  be  supported  by  the 
luminous  evidence  of  a  watercolour  which  he  executed, 
No.  39,  Castle  Street,  Edinburgh,  c.  1836  (colour  p. 23 8). 
This  is  one  of  several  watercolours  possibly  destined 
to  embellish  the  first  (1837)  edition  of  John  Gibson 
Lockhart's  Life  of  Sir  Walter  Scott,  but  actually  pub- 
lished in  the  second  edition  which  appeared  two  years 
later.  No.  39,  Castle  Street  was  Scott's  Edinburgh 
residence  between  1801  and  1825  and  it  therefore 
occupied  an  important  period  of  the  author's  career. 
This  was  obviously  one  of  the  main  reasons  for  its 
illustration  in  the  Life.  But  for  Turner  the  significance 


of  the  watercolour  which  he  prepared  was  far  greater. 
For  No.  39,  Castle  Street,  Edinburgh  is  enriched  by  a 
dimension  of  the  artist's  experience  which  has  pre- 
viously been  overlooked.  It  seems  to  contain  a  lucid  and 
coherent  statement  of  Turner's  conviction  concerning 
the  proposed  monument  to  Scott. 

The  view  which  Turner  illustrates  is  taken  looking 
down  Castle  Street,  across  George  Street  with  Edin- 
burgh Castle  looming  in  the  background.  What  is 
unusual  in  the  prospect  is  the  lofty  block-like  structure 
covered  with  scaffolding  which  obstructs  the  inter- 
section of  George  and  Castle  Streets.  From  the  scale  of 
the  figures  near  the  structure  one  could  estimate  it  to  be 
in  the  neighbourhood  of  between  twenty  and  thirty 
feet  high.  Since  this  object  is  at  the  intersection  one 
might  reasonably  conclude  that  what  it  represents  is  a 
massive  monument  either  being  erected  or  dismantled. 
Oddly,  no  record  exists  for  a  monument  at  this  location 
until  1878.  It  therefore  seems  probable  that  in  this 
watercolour  Turner  is  proposing  a  site  for  a  monument 
to  Scott  which  he  believed  should  be  erected,  and  what  is 
depicted  is  the  base  under  construction.  Evidence 
would  seem  to  support  such  a  proposal. 


7.  W.  H.  Playfair. 
Proposal  for  a 
Motiunienl  to  Scott, 
pen  and  brown  wash, 
i6\  X  1  if  inches. 
Signed  and  dated 
1835. 

National  Monuments 
Record  of  Scotland. 
This  was  one  of 
several  obelisk  designs 
which  Playfair 
submitted.  This 
drawing  indicates  a 
site  at  the  west  end 
of  Princes  Street. 
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8.  No.  39,  Castle 
Street,  Edinburgh. 
Engraving  by 
W.  Miller 
(inscribed  1839)  after 
J.  M.  W.  Turner's 
watcrcolour.  From 
Lockhart's 

Life  of  Sir  Walter  Scott, 
iv,(i839). 


Cadcll  probably  sent  Turner  a  copy  of  the  sub- 
committee's published  report  of  1835.  Now  whilst  the 
sub-committee  recommended  in  favour  of  the  Gothic 
design  rather  than  the  obelisk,  the  decision  was  by  no 
means  unanimous.  For  this  reason  arguments  both  for 
and  against  the  proposals  are  presented  in  the  report 
including  descriptions  of  the  two  designs  considered. 
These  descriptions  are  especially  interesting.  The 
favoured  monument,  a  Gothic  cross  by  Thomas 
Rickman  (1776-1841),  was  to  be  eighty-five  feet  in 
height  (but  up  to  one  hundred  feet  if  desired)  and  was 
to  contain  a  colossal  effigy  of  Scott.  The  second  pro- 
posal was  an  imposing  obelisk  by  W.  H.  Playfair 
( 1 789-1 857)  (No.  7)  indeed,  it  was  so  grand  in 
scale  that  it  would  have  all  but  dwarfed  Rickman's 
cross;  it  was  to  be  two  hundred  feet  in  height,  elevated 
on  a  massive  stone  base,  forty-four  feet  high !  Knowing 
Turner's  preference  for  the  obelisk,  it  is  perhaps  not 
fortuitous  that  the  great  stone  block  in  the  watercolour 
approaches  the  size  of  the  base  of  Playfair's  monument. 
Apparently  then,  Turner  reaffirms  pictorially  his 
choice  of  an  obelisk  as  the  only  fitting  memorial  to 
Scott. 

Although  several  locations  round  Edinburgh  were 
discussed  the  overwhelming  majority  of  the  sub- 


committee approved  a  situation  at  George  Street  and 
Charlotte  Square.  Although  the  report  makes  no 
reference  to  a  site  at  Castle  and  George  Streets  such  as 
is  indicated  by  Turner  in  the  watercolour,  nonetheless 
his  was  a  perfectly  sensible  suggestion.  Since  Scott's 
residence  was  only  a  few  houses  from  the  corner  of 
George  Street,  it  would  seem  to  have  been  an  emin- 
ently acceptable  and  in  many  ways  desirable  location 
for  a  monument  to  the  memory  of  the  author. 

But  why  should  Turner  make  this  suggestion  in  the 
watercolour?  The  artist  probably  saw  it  as  a  personal 
and  subtle  form  of  propaganda  which  as  an  illustration 
proposed  initially  for  the  first  edition  of  the  Life  of  Sir 
Walter  Scott  in  1837,  would  simultaneously  affirm  his 
own  position  and  suggest  the  appropriateness  of  the 
site.  Yet  if  this  explanation  is  correct,  then  why  did  he 
not  pictorially  'erect'  an  obelisk?  I  suggest  that  at  the 
time  the  watercolour  was  executed  (c.  1836)  the  un- 
finished base  was  all  that  Turner  could  publicly  afford 
to  reveal.  He  was  undoubtedly  aware  of  the  cleavage 
of  opinion  within  the  sub-committee,  and  since  a  final, 
main-committee  decision  had  not  as  yet  been  made 
against  Playfair's  proposal,  then  at  this  time  pictorially 
to  'erect'  an  obelisk  would  have  been  both  premature 
and  politically  indiscreet. 

One  might  conclude  therefore  that  in  this  water- 
colour,  No.  39,  Castle  Street,  Edinburgh,  Turner  fully 
expresses  a  personal  viewpoint,  and  clearly  indicates 
support  for  the  obelisk.  This  opinion  is  reinforced  by 
the  evidence  of  the  engraving  made  from  it.  The 
engraving  (No.  8),  completed  in  1839,  was  probably 
executed  after  architect  George  Meikle  Kemp  (1795- 
1844)  was  selected  to  execute  a  Gothic  cross,  destined 
to  grace  a  location  on  Princes  Street.  The  great 
block-like  form  in  the  watercolour  has  been  obliterated 
in  the  engraving  and  its  absence  poignantly  expresses 
the  dashed  hopes  of  Turner  and  the  other  proponents 
of  the  obelisk.  At  the  site  in  the  engraving  all  that 
remains  is  a  furiously  burning  brazier,  added  for 
compositional  balance  but  divested  of  all  pictorial 
integrity  and  implication. 

Turner's  association  with  Scott  must  be  considered 
one  of  the  truly  important  collaborations  involving 
major  artistic  and  literary  figures.  Not  only  did  the 
association  result  in  a  splendid  marriage  of  illustrations 
and  text,  but  it  provided  at  Abbotsford  one  felicitous 
and  extended  moment,  in  which  artist  and  author 
perceived  in  each  other  sympathetic  qualities  previously 
hidden. 

Turner's  commemorative  illustrations  manifest  the 
artist's  sincere  admiration  and  affection  for  Scott,  but 
they  express  as  well  his  view  that  genius  must  be 
acknowledged.  Through  the  late  1820s  and  the  1830s 
this  opinion  had  become  a  highly  cherished  and 
pressing  conviction.  It  represented  an  attitude  of  mind 
supported  by  Turner's  contact  with  Scott  and  strength- 
ened by  the  nagging  awareness  of  his  own  mortality. 
These  pictorial  commemorations  provide  then  some 
measure  of  the  artist's  intellectual  and  emotional 
resources.  However  they  do  more;  they  identify  the 
concerns  and  stresses  which  enhance  our  understanding 
of  Turner's  personality,  and  proclaim  him  un- 
equivocally a  Romantic. 
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NOTES 

1.  The  material  of  this  article  is  derived  mainly  from  a 
book  on  Turner  and  Scott  which  is  in  preparation. 

For  this  reason  full  documentation  is  not  attempted  here. 
Documents  mentioned  in  footnotes  are  in  the  possession 
of  the  National  Library  of  Scotland.  I  wish  to  acknowledge 
with  thanks  the  continued  assistance  of  the  staff  of  the 
National  Library  of  Scotland,  and  in  particular 
Mr.  Alan  Bell,  Assistant  Keeper,  Department  of 
Manuscripts.  For  financial  aid  in  the  preparation  of  the 
larger  study  I  wish  to  thank  the  British  Council  and  the 
Queen's  University  Advisory  Research  Committee. 

2.  Provincial  Antiquities  and  Picturesque  Scenery  oj  Scotland, 
with  descriptive  illustrations  by  Sir  Walter  Scott,  2  vols., 
London,  1826. 

3 .  The  Poetical  Works  of  Sir  Walter  Scott.  Edited  by 
J[ohn]G[ibson]L[ockhart].  12  vols.  Edinburgh,  1833,34. 

4.  For  a  more  detailed  examination  of  this  meeting  and 
indeed  the  entire  Scottish  tour,  see  my  'J.  M.  W.  Turner 
and  Sir  Walter  Scott:  Iconography  of  a  Tour', 
Journal  of  the  Warburg  and  Courtauld  Institutes,  xxxv, 
1972,  PP.  359-85- 

5.  MS  Acc.  5 13 1,  fol.  43  (March  13,  183 1). 

6.  Ibid.  fol.  67  (April  15,  1831). 

7.  Ibid.  fol.  146  (August  10,  183 1). 

8.  MS  1752  [typescript  copy],  fol.  366 (August  7,  1 831). 
MS  5188,  Box  2  [Robert  Cadell  diary]  (September  17, 
1831). 

MS  Acc.  5i3i,fol.  196  (September  18,  183 1). 
MS  Acc.  5188,  Box  1  [Robert  Cadell  diary],  tol  liov 
(August  9, 183 1). 

12.  See  A.J.  Finberg,  The  Life  of  J.  M.  W.  Turner,  R.A., 
(2ndedn.,  Oxford,  1961),  p.  329ff. 

13.  MS  1555,  fol.  75  (25  [?]  October,  1832). 

See  my  discussion  of  the  dating  of  this  letter  in  'Turner's 
Illustrations  to  "Napoleon"  '  in  my  forthcoming  'Two 


Turner  Studies',  Journal  of  the  Warburg  and  Courtauld 
Institutes,  xxxvi,  1973. 
14.  MS  163 1,  [printed  report]  fols.  29-34. 
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Colour  Plate. 

J.  M.  W.  Turner, 
Melrose, 
watercolour, 
3 1  X  6  j  inches. 
Here  dated  1832. 
National  Gallery 
oj  Scotland. 
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International  Glasgow 

Elizabeth  Bird 


Colour. 

Sih  James  Guthkie. 
A  Hind's  Daughter, 
1883.  Oil  on  canvas, 
36  X  30  inches. 
National  Gallery  of 
Scotland,  Edinburgh. 
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One  of  the  effects  of  the  revived  interest  in  'Art 
Nouvcau'  has  been  to  make  the  decorative  work  of 
Charles  Rennie  Mackintosh,  the  MacDonald  sisters 
and  other  members  of  their  group,  much  more  widely 
known.  Their  distinctive  work  carries  its  label  'The 
Glasgow  Style'  with  ease,  and  the  importance  of 
artistic  activity  in  Glasgow  at  the  turn  of  the  century 
has  been  recognized  if  not  fully  explored.  However, 
the  earlier  work  of  those  painters  known  variously  as 
'Glasgow  School'  or  the  'Glasgow  Boys',  who  were 
active  in  Glasgow  from  about  1880  to  1900,  has  not 
been  the  subject  of  any  revival,  and  while  by  no  means 
unknown,  it  has  not  brought  the  attention  of  the 
artistic  world  to  bear  upon  Glasgow  in  the  1880's.1 
This  relative  lack  of  recognition  is  open  to  a  variety  of 
explanations,  but  at  least  two  important  reasons  are 
evident.  First,  there  is  little  in  the  work  of  the  Glasgow 
School  which  is  distinctive  enough  to  be  defined  as  a 
characteristic  style,  one  result  of  which  is  that  the 
numbers  of  artists  who  are  designated  as  members  of 
the  Glasgow  School  can  vary  from  a  dozen  to  around 
thirty-five;  and  secondly,  while  the  group  included 
many  painters  of  considerable  talent,  there  is  no  painter 
(with  the  possible  exception  of  Crawhall  who  remained 
somewhat  apart  from  the  group)  whose  work  does  not 
reveal  enormous  variations  in  achievement.  Most  of 
the  artists  involved  achieved  their  best  work  in  Glas- 
gow before  1895,  and  their  subsequent  work  reveals 
only  degrees  of  degeneration.  Though  the  Glasgow 
School  holds  both  disappointment  and  unexpected  de- 
light for  the  connoisseur,  the  fact  that  it  reached  its 
height  in  its  native  city  makes  the  study  of  artistic  ac- 
tivity in  Glasgowin  the  1880s and'90safascinating  study- 
in  Scottish  taste  and  in  the  relationship  between  a 
flourishing  commercial  city  and  artistic  creativity. 

The  emergence  of  a  new  group  of  artists  in  Glasgow 
was  first  perceived  by  the  public  in  1883  when  Guthrie's 
A  Highland  Funeral  was  hung  in  the  Glasgow  Institute 
(and  sold  for  the  then  high  price  of  X110)  al°ng  with 
work  by  Walton  and  Lavery.  The  critic  on  the  Art 
Journal  noted,  with  some  relief,  that  the  younger 
artists  (the  artists  were  to  be  referred  to  as  the  younger 
group  up  until  their  London  success  of  1 890)  'have  left, 
with  success,  the  familiar  track,  worn  almost  bare  by 
the  feet  of  countless  Glasgow  artists,  that  sever  seemed 
to  lead  past  TheOld  Luss  RoadorFishingBoatsat  Tarbert'.2 

A  dramatic  change  in  Guthrie's  style  was  seen  in 
Pastures  New,  hung  in  the  Royal  Academy  in  1883.  It 
was  followed  by  pictures  painted  at  Cockburnspath 
in  1883  and  1884,  where  Guthrie  was  accompanied  by 
Walton  and  Crawhall.  A  Hind 's  Daughter  (colour  p.  248) 


and  Walton's  Autumn  Sunshine  (colour  p.  257)  are  both 
Cockburnspath  pictures.  Lavery  returned  from  Paris 
in  1884,  and  by  1886  the  studio  of  W.  Y.  McGregor 
served  as  atelier  for  a  group  which  included  Walton, 
Henry,  Nairn,  Patcrson,  Crawhall  and  Morton.  Mac- 
aulay  Stevenson,  Hornel,  Roche  and  Kennedy  were  all 
to  be  associated  with  the  group  before  1890  when  they 
were  given  the  name  of  'school'  by  the  press  after  the 
Grosvenor  Gallery  exhibition  which  included  work  by 
all  these  Glasgow  artists. 


1.  Jules  Bastien- 

Lepage. 

Pas  Meche, 

1882.  Oil  on  canvas, 

52  X  35  ini  hes. 

National  C  tilery  of 

Scotland,  idinburgh. 
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2.  Anton  Mauve. 
Girl  Leading  Cow. 
Etched  by  Philip 
Zilckcn  for  the 
Memorial  Catalogue 
of  the  French  and 
Dutch  Loan 
Collection  of  the 
Edinburgh 
International 
Exhibition,  1886. 
The  original  was  in 
the  collection  of 
R.  T.  Hamilton  Bruce 
of  Edinburgh  in  1886. 


A  comparison  of  the  work  of  Guthrie  (see  colour), 
Walton  (see  colour),  or  Kennedy  (No.  3)  with  the  land- 
scapes of  established  artists  painted  in  the  tradition  of 
G.  P.  Chalmers  and  Horatio  McCulloch,  shows  that 
there  is  little  in  the  Scottish  tradition  and  even  less  in 
the  work  of  the  older  Glasgow  painters  winch  fore- 
shadows the  stylistic  innovations  of  the  Glasgow 
School.  Guthrie's  To  Pastures  New  or  A  Hind's  Daughter 
seem  to  appear  from  nowhere.  But  while  there  was 
little  of  interest  for  the  younger  painters  in  the  local 
exhibits  at  the  Glasgow  Institute,  examination  or  the 
exhibitions  held  in  the  1870s  shows  that  unlike  the 
annual  Royal  Scottish  Academy  in  Edinburgh,  the 
Glasgow  show  was  cosmopolitan  in  its  outlook.  The 
Glasgow  Institute  of  the  Fine  Arts  had  been  founded 
in  1 86 1  by  a  group  of  local  artists  and  amateurs,  and  it 
is  obvious  that  the  early  exhibitions  were  open  to 
virtually  all  comers.  From  the  very  beginning  there 
are  exhibits  from  European  centres  such  as  Brussels, 
Antwerp  and  Dusseldorf  as  well  as  Paris,  though  there 
arc  few  recognizable  names  among  the  exhibitors.  By 


the  1 870s  a  new  trend  is  discernible  with  the  majority 
of  foreign  exhibits  coming  from  Paris,  but  increasing 
numbers  of  Dutch  painters  sent  in  their  work  for  sale. 
Artz  first  appears  in  1866  and  is  a  frequent  exhibitor  in 
the  1 8 70s.  Jacob  Maris  and  Anton  Mauve  feature  from 
1871,  and  in  1874  Israels  sent  in  The  Poor  of  the  Village, 
priced  at  £1,050.  Corot  and  Daubigny  both  had  sale 
works  on  show  in  1872.  The  mixture  of  Hague  and 
Barbizon  works  is  seen  in  the  loan  exhibition  held  in 
the  Corporation  Galleries  in  1878  in  aid  of  the  Royal 
Infirmary.  This  mixture,  which  recurs  in  the  loan 
sections  of  the  International  Exhibitions  of  Edinburgh 
in  1886  and  Glasgow  in  1888,  as  commemorated  in 
luxurious  illustrated  catalogues  (No.  2),  is  typical  of 
Glasgow  and  Scottish  taste  in  the  period.  It  is  a  striking 
taste  because  it  is  so  uniform  throughout  Scotland,  and 
especially  in  Glasgow,  and  because  it  contrasts  so 
strongly  with  the  taste  of  provincial  England  for 
English  art,  in  particular  for  the  Pre-Raphaelites. 

In  1874  Craibe  Angus  opened  as  a  dealer  in  fine  art 
in  Glasgow.  It  seems  that  Angus  knew  Daniel  Cottier, 
an  interior  designer  and  dealer  in  London;  perhaps 
they  had  met  when  Cottier  was  apprenticed  to  a  glass- 
stainer  in  Glasgow  in  the  1850s.  Cottier  employed  E. 
J.  Van  Wisselingh  (whose  father  Hendrik  was  the 
principal  dealer  for  the  Hague  school  in  Amsterdam) 
as  his  manager  in  London  from  about  1873,  ar>d  from 
1877  Matthew  Maris  was  also  employed  by  Cottier  in 
his  London  workshops,  as  a  painter  on  glass  and  a 
designer.  Angus's  daughter  was  to  marry  Van  Wis- 
selingh in  1887,  and  Cottier  had  several  commissions 
in  Glasgow  for  glass  and  interiors.  Either  through 
Angus  or  through  other  dealers,  or  from  the  sales 
section  of  the  Institute,  Glasgow  collectors  acquired 
paintings  of  the  Hague  school  such  that  by  1878  there 
were  at  least  twelve  works  by  Israels,  four  by  Mol- 
linger,  three  by  Jacob  Maris  and  three  by  William 


3.  William 

Kennedy. 

Homewards, 

c.  1 891.  Oil  on  canvas, 

35  X  5  5|  inches. 

Glasgow  Museums  and 

Art  Galleries. 
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4.Jacob  Maris. 
The  Tow  Path. 
Oil  on  canvas, 
18  X  3o|  inches 
Aberdeen  Art  Gallery 
and  Museum. 
Tlie  Tow-Path  was  in 
the  collection  of 
Major  William 
Thorburn  of  Peebles, 
who  was  a  client  of 
Alexander  Reid. 


5. Jean  Baptiste 
Camille  Corot. 
Tfte  Woodcutter. 
Oil  on  canvas, 
194  X  2S2  inches. 
Glasgow  Museums  and 
Art  Galleries. 
Donald  Bequest. 


Maris  in  Glasgow  collections.  The  taste  for  the  Hague  acquired  Corot's  Souvenir  a" Italic  in  1870,  one  of  the 

painters  was  accompanied  by  zealous  collecting  of  first  Corots  to  be  seen  in  Scotland.  This  nu  . omental 

their  precursors,  the  artists  ot  the  Barbizon  upon  whom  painting  which  passed  to  a  Glasgow  collec.jr  and  is 

the  Dutch  artists  had  modelled  their  style  and  their  way  now  in  the  Corporation  galleries,  was  exhibited  in  the 

of  life.  John  Forbes  White,  of  Aberdeen,  who  employ-  International  Exhibition  of  1888,  as  was  James  Donald's 

cd  Cottier,  Israels  and  Stott  of  Oldham,  and  was  also  Corot  (No.  5),  but  there  were  also  four  works  by 

the  purchaser  of  Guthrie's  A  Highland  Funeral  had  Corot  in  the  1878  exhibition,  as  well  as  one  Daubigny 
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and  one  Millet.  Craibc  Angus,  like  Alexander  Reid, 
the  dealer  who  opened  his  gallery  in  1889,  was 
friendly  with  the  local  artists  and  would  allow  them 
to  view  his  latest  acquisitions  before  they  went  into 
the  picture  galleries  of  the  new  villas  being  built  in  the 
1 870s  by  the  Glasgow  magnates. 

There  would  appear  to  have  been  intense  picture 
buying  activity  among  Glasgow  business  men  in  the 
1870s,  and  the  economic  background  would  also 
suggest  this  as  it  was  a  period  of  boom  prosperity 
which  led  to  heavy,  even  reckless  consumption  and 
indirectly  resulted  in  the  fall  of  the  Glasgow  bank  in 
1878.  The  Glasgow  Institute  made  such  profits  from 
sales  that  it  was  able  to  build  its  own  galleries  which 
were  opened  in  1880.  The  artists  who  were  to  become 
the  Glasgow  School  were  growing  up  in  Glasgow  in 
this  period,  and  must  have  been  aware  of  the  increased 
artistic  activity,  besides  being  visitors  to  the  Institute 
exhibitions.  Most  of  them  took  classes  at  the  Glasgow 
School  of  Art  ii,  the  1870s,  and  those  who  then  decided 
to  tram  111  Paris  were  there  between  1877  and  1884-85. 
However  it  was  not  necessary  to  visit  Paris  to  be  aware 
of  foreign  styles,  and  while  the  change  in  Guthrie's 
style  in  7'e  Pastures  Sew  may  be  the  result  of  a  visit  to 
Paris  111  1882,  as  has  been  suggested,  Bastien-Lepage's 
Le  Mcndiant  was  exhibited  at  the  Institute  in  1883,  just 
before  Guthrie  departed  for  Lincolnshire,  with  Walton 
and  Crawhall,  to  an  area  known  as  Parts  of  Holland, 
where  To  Pasture  Veto  was  begun.  David  Gauld,  like 
Guthrie,  never  trained  abroad,  but  the  influence  of 
Jacob  Maris  is  clearly  seen  in  his  Homeward  (No.  6). 3 


Another  work  in  the  Institute  in  1883  was  Stott  of 
Oldham's  La  Baignade,  painted  at  Grez  where  LaveryT 
stayed  in  1883  and  1884  while  studying  in  Paris.  In 
Paris,  Lavery  had  met  Kennedy,  Roche  and  Dow,  all  of 
whom  had  also  studied  at  Julien's,  and  on  their  return 
the  gospel  of  Bastien-Lepage,  whose  disciples  were 
numerous  in  the  Paris  ateliers  and  at  Grez,  was  doubt- 
less spread  throughout  the  Glasgow  studios. 

The  Parisian  experience  of  the  artists  was  reflected  in 
the  style  of  life  theyr  adopted  on  return  to  Glasgow  and 
which  affected  all  those  who  had  not  been  to  Paris. 
They  looked  for  a  summer  retreat  to  practise  the  art  of 
plein-air  painting,  and  in  the  winter  met  in  studios  to 
draw  from  the  life  and  criticise  each  other's  wrork.  In 
1 888,  faced  with  continuous  opposition  from  the  Royal 
Scottish  Academy,  and  at  best,  amused  tolerance  from 
local  critics,  they  decided  to  publish  their  own  maga- 
zine, The  Scottish  Art  Review,  which  ran  from  June 
1888  to  December  1889.  Illustrations  of  the  work  of 
Stott  of  Oldham,  Frank  O'Meara,  Corot,  Whistler, 
the  three  Maris  brothers  and  Bastien-Lepage's  Pas 
Meche  (No.  1)  show  their  preferences,  and  through  the 
pages  of  the  Scottish  Art  Review,  they  propagated  a 
philosophy  which  owed  much  to  Whistler  s  '10 
o'clock',  and  much  to  the  jargon  of  the  Paris  atelier.  An 
anonymous  critic  wrote  in  1888, 

Familiarity  with  the  works  of  Turner,  Constable, 
Corot,  Millet,  Israels,  Mauve,  Mesdag,  and  the 
brothers  Maris  revealed  to  some  the  narrowness 
of  aim  and  feebleness  of  method  identified  with 
what  was  called  the  Scotch  School,  and  while  a 
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number  of  young  men  . . .  were  able  to  take 
advantage  of  the  splendid  facilities  afforded  in  Paris, 
sonic  of  the  ablest  among  than  hare  never  studied 
out  of  the  country,  but  have  independently  arrived 
at  much  the  same  conclusions  as  to  what  qualities 
in  art  they  most  value  and  must  most  ardently 
strive  to  attain.  These  among  others  we  deem  to 
be  perfect  tonality,  the  intelligent  sacrifice  of 
small  things  in  nature  if  the  great  truths  of  structure, 
atmosphere  and  dignity  of  presentation  be  obtained.4 

The  ideal  towards  which  the  Glasgow  School 
strived  was  to  unite  realistic  truth  with  decorative 
beauty.  To  achieve  this  they  adopted  a  technique  which 
emphasised  the  valeurs,  that  is  the  tonal  composition 
and  the  relationship  of  colour  to  mass,  while  stressing 
the  decorative  use  of  flat  colour  and  unorthodox  com- 
position. Evidence  that  the  painters  of  the  Hague 
school  were  also  not  immune  to  the  influence  of 
Basticn-Lepage,  can  be  seen  in  Vespers  by  Jacob  Maris 
in  the  National  Gallery,3  and  their  philosophy  bears  a 
family  resemblance  to  that  of  the  pages  of  the  Scottish 
Art  Review.  Henry  wrote  that  'painting  portraits  of 
places  is  not  art,  artistic  motive  and  impulse  being  of 
vital  importance',6  while  the  Hague  artists,  according 
to  Rooses,  looked  to  'the  poetry  of  daily  life',  and 
found  'the  deepest  feeling  for  the  Spirit  in  Nature'.7 
Like  the  Glasgow  painters,  the  Hague  School  also 
admired  the  art  of  Rembrandt  and  Velasquez,  and  the 
mutual  admiration  of  Bosboom  and  D.  Y.  Cameron 
for  Rembrandt  can  be  seen  in  the  two  works  repro- 
duced here.  (Nos.  7  and  8).  However,  the  painters  of  the 
Glasgow  School,  while  sharing  with  the  Hague  School 
subject  matter  and  an  interest  in  the  decorative  poten- 
tial of  landscape,  figures  and  livestock,  went  further 
towards  a  purely  decorative  art  than  the  Dutch 
painters. 


7.  Johannes  Bosboom. 
Interior  of  the  Reformed 
Church  at  Hattem, 
c.  1861. 
Water-colour 
and  gouache, 
19!  X  14$  inches. 
Glasgow  Museums 
and  Art  Galleries, 
Donald  Bequest. 
Exhibited  at  the 
Glasgow  International 
Exhibition  of  1 888, 
when  it  was  in  the 
collection  of 
James  Donald. 


8.  Sir  D.  Y.  Cameron. 
Montivilliers,  1903. 
Etching  and  drypoint, 
6|  X  85  inches. 
Rinder  355,  third  state. 
University  of  Glasgow, 
McCallum  Collection. 


253 


wtrJ 


9.  E.  A.  tiORNEL. 
The  Dance  of  Spring, 
c.  1890-3. 
( )il  on  canvas, 
S^i  X  37i  inches. 
(Glasgow  Museums  and 
Art  Galleries. 


The  International  exhibitions  of  1886  and  1888  also 
brought  Monticelli  to  the  attention  of  the  Scottish 
public,  and  the  dealers  Cottier  and  Alexander  Reid 
were  so  zealous  in  selling  Monticelli  to  their  clients 
that  Monticelli  was  believed  at  one  time  to  have  had  a 
Scottish  period  though  he  never  visited  the  country. 
Reid  was  responsible  also  for  showing  Japanese  prints 
in  his  gallery  and  he  financed  the  trip  made  by  Hornel 
and  Henry  to  Japan  in  1892-3. 8  The  influence  of 
Monticelli  and  Japan  is  clearly  seen  in  the  work  of 
Hornel  and  Henry.  (Nos.  9  and  10).  The  influence  of 
oriental  art,  and  that  of  Whistler  must  be  added  to  that 
of  Holland  and  France  to  describe  fully  the  cosmopoli- 
tan sources  of  the  Glasgow  School,  and  the  later 
influences  may  account  for  the  pronounced  decorative 
character  of  the  School.  There  was  a  Whistler  Nocturne 
111  the  collection  of  A.  B.  Stewart  by  1879,  when  he 
lent  it  to  the  Institute,9  and  the  Corporation  organized 
a  loan  exhibition  of  Oriental  Art  in  1882,  at  which  Dr. 
Christopher  Dresser  gave  a  lecture.10  The  Munich 
show  of  1 890, 11  which  followed  the  success  of  the 


10.  Adolphe  Monticelli 

The  Marriage 

Procession  (detail). 

Oil  on  canvas, 

i9f  X  393  inches. 

Glasgow  Museums  and 

Art  Galleries. 

Until  1 901  in  the 

collection  of 

A.  R.  Henderson  of 

Glasgow. 
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Grosvenor  Gallery  exhibition,  took  Guthrie  and 
Walton  to  Munich  with  Rcid,  who  had  made  further 
selections  for  the  show.  Throughout  the  1890s  besides 
selling  Whistlers  to  Glasgow  collectors,  Reid  was 
arranging  for  the  Glasgow  artists  to  exhibit  their  work 
in  European  galleries.  The  majority  of  the  Glasgow 
School  made  their  reputations  abroad  and  they  enjoyed 
foreign  honours  which  they  never  received  in  their 
native  land.  Macaulay  Stevenson,  (No.  1 1)  for  example, 
was  awarded  a  gold  medal  at  Munich  in  1893  and  a 
diploma  at  Barcelona  in  1894.  He  became  a  member 
of  the  Munich  Secession  in  1893  as  did  most  of  the 
Glasgow  School  since  the  Secession  was  organised  by 
Hcrr  Adolphus  Paulus  who  had  been  responsible  in 
1890  for  the  selection  of  Glasgow  pictures.  There  are 
examples  of  Macaulay  Stevenson's  work  in  the  public 
collections  of  Barcelona,  Berlin,  Brussels,  Munich, 
Prague,  and  Weimar.  There  is  also  work  in  St.  Louis, 
which  indicates  the  success  that  the  Glasgow  School 
were  to  have  in  the  United  States  and  Canada  in  touring 
exhibitions  of  1895  and  1905. 12  In  1898,  when  the 
International  Society  was  formed,  Lavery  was  one  of 
the  Vice-Presidents  and  Walton  was  an  active  member 
of  the  Council.  Both  Lavcry  and  Walton  were  by  then 


living  in  Chelsea,  and  the  Glasgow  School  no  longer 
had  a  Glasgow  identity.  The  work  of  the  Glasgow 
designers  and  the  creation  of  the  Glasgow  Style  arc  the 
most  interesting  developments  in  Glasgow  at  the  turn 
of  the  century.  While  it  is  difficult  to  see  any  stylistic 
connections  between  the  Glasgow  Style  and  the 
Glasgow  School,  the  success  that  the  Mackintosh 
group  were  to  have  on  the  Continent  is  matched  by 
that  of  the  Glasgow  School. 

Recognition  of  the  Glasgow  School  came  also  from 
the  United  States.  It  is  impossible  not  to  see  parallels 
between  Glasgow  and  the  cities  of  the  U.S.A.  and 
Canada.  Boston,  New  York  and  Montreal  shared  a 
taste  for  the  Hague  and  Barbizon  Schools,  as  well  as 
buying  the  work  of  Glasgow  artists.  The  first  experi- 
ments of  picture-buying  by  the  Boston  social  elite 
established  the  taste  for  Barbizon  and  the  Hague,  and 
Cottier  supplied  the  'nouveau  riche'  of  New  York  with 
popular  depictions  of  horses,  cows,  and  sheep,  during 
what  has  been  called  the  'barnyard  craze'.13  Glasgow 
collectors  were  provided  with  arbiters  of  taste  in  the 
Royal  Scottish  Academy,  or  even  the  Royal  Academy, 
but  in  choosing  to  ignore  both  Edinburgh  and  London, 
they  embraced  an  international  taste  and  manifested 


11.  R.  Macaulay 
Stevenson. 
Early  Summer 
on  the  Seine. 
before  1904. 
Oil  on  canvas, 
352  X  43J  inches. 
Glasgow  Museums  and 
Art  Galleries. 


similar  predilections  to  those  of  the  magnates  of  New 
York  who  had  no  artistic  institutions  to  guide  their 
choice.  In  eschewing  the  sentimental  anecdotes  and  the 
pomposities  of  the  Academies,  the  Glasgow  collectors 
took  an  adventurous  path,  which  was  to  be  followed 
by  the  enlightened  collecting  of  Impressionist  works 
by  men  such  as  Burrell  and  Mclnnes.  The  same  inde- 
pendent spirit  is  seen  in  the  work  of  the  Glasgow 
School,  which,  like  the  collectors,  looked  beyond 
Edinburgh  and  London.  The  commercial  success  of 
one  generation,  which  made  Glasgow  the  second  city 
of  the  Empire,  and  the  artistic  success  of  the  following 
generation,  drew  upon  similar  qualities:  initiative  and 
innovation,  a  willingness  to  explore  new  ground,  and 
the  development  of  an  international  outlook. 


NOTES 

This  article  is  an  offshoot  from  a  research  project  in  the 
Department  of  Sociology  at  the  University  of  Glasgow, 
financed  by  the  Social  Science  Research  Council. 

1 .  The  Scottish  Arts  Council  Exhibition  'The  Glasgow 
Boys',  held  in  Glasgow  in  1968  is  the  most  recent 
exploration  of  the  Glasgow  School. 

2.  The  Art  Journal,  February  6, 1883,  p.  129. 

3 .  In  an  article  on  David  Gauld  published  in  1903 , 
Percy  Bate  says  that  Gauld  acknowledged  the  influence 
of 'the  tenderness  and  veracity  that  mark  the  painting 
of  James  Maris'.  See  Scottish  Arts  and  Letters, 
September-November,  1903,  pp.  372-383. 

4.  Review  of  the  Art  Section  of  the  1888  Glasgow 
International  Exhibition,  entitled  'Art  in  the  West  of 
Scotland'.  Scottish  Art  Review,  Vol.  1,  No.  6, 
November  1888,  p.  147. 

5.  Vespers  or  A  Girl  Seated  Outside  a  House,  was  painted  in 
1867,  when  Jacob  Maris  was  studying  in  France. 

A  Girl  Feeding  a  Bird  in  a  Cage,  also  in  the  National 
Gallery,  probably  dates  from  the  same  period,  and  both 
pictures  bear  a  close  resemblance  to  some  of  Guthrie's 
figure  paintings.  Unfortunately,  there  is  no  evidence  to 
suggest  that  either  of  these  works  by  Jacob  Maris  was 
ever  in  a  Scottish  collection. 

6.  Review  of  1888  Exhibition  of  the  Royal  Scottish  Society 
of  Painters  in  Water-Colours,  by  George  Henry. 
Scottish  Art  Review,  Vol.  1,  No.  6,  November  1888, 

p.  154. 

7.  Dutch  Painters  of  the  Ninteenth  Century,  M.  Rooses,  ed. 
by  M.  R.  Diogs,  translated  F.  Knowles,  published  in 
four  volumes,  London  1898-1901,  Vol.  1,  introduction 
by  Max  Rooses,  p.  xiv. 

8.  In  November  1889,  'La  Societe  de  Beaux  Arts',  Reid's 
gallery,  was  showing  'A  series  of  "gravures"  by  the  most 
celebrated  Japanese  artists,  including  numerous  examples 
of  Hokusai  and  his  pupils'.  Advertisement,  The  Baillie, 
November  27,  1889.  At  the  Grand  Costume  Ball  of  the 
Glasgow  Art  Club,  held  on  November  29,  1889, 
Walton,  dressed  as  Hokusai,  became  engaged  to 

Miss  Helen  Law,  dressed  as  Whistler's  'Butterfly'. 

9.  The  Nocturne  in  Snow  and  Silver,  by  Whistler,  was  bought 
by  A.  B.  Stewart  from  the  dealer  E.  Silva  White,  of  the 
North  British  Galleries,  Gordon  Street,  Glasgow,  in 
January  1 879.  A.  B.  Stewart,  who  was  the  owner  ot  a 
large  retailing  business  in  Glasgow,  was  also  President 

of  the  Council  of  the  Glasgow  Institute  of  the  Fine  Arts 
in  1 880,  and  was  largely  responsible  for  the  decision  of 
the  Institute  to  build  their  own  galleries.  On  his  death 
in  1881,  his  collection  was  sold  at  Christie's,  May  7, 1881, 
and  the  Whistler  Nocturne  passed  into  the  collection  of 
J.  G.  Orchar  of  Dundee. 


10.  Dr.  Christopher  Dresser,  an  'eminent  authority  on  all 
matters  connected  with  decorative  art',  gave  a  lecture 

in  the  Exhibition  of  Oriental  Art,  Corporation  Galleries, 
in  March  1883,  entitled  'Japanese  Art  Work'.  Quiz, 
March  24, 1882,  Vol.  3,  p.  3. 

1 1 .  The  Munich  Art  Society  sent  a  delegation  to  the 
Grosvenor  Gallery  summer  exhibition  of  1890  to 
select  work  for  the  International  Autumn  Exhibition 
that  year.  The  work  of  the  Glasgow  painters  impressed 
the  leader  of  the  delegation,  Herr  Paulus,  so  much  that 
he  visited  Glasgow  and  made  further  selections,  and 
Alexander  Reid  took  over  the  responsibility  of  arranging 
for  the  exhibits  to  be  sent  to  Germany. 

12.  Charles  Kurtz,  the  Director  of  the  St.  Louis  Exposition 
Association,  first  saw  the  work  of  the  Glasgow  School 
in  1894  in  an  exhibition  in  Barcelona.  He  visited 
Glasgow  in  1895  and,  helped  by  Reid,  he  chose 
I25"paintings  to  be  shown  in  St.  Louis,  and  later  in 
Chicago  and  New  York.  Of  the  one  hundred  paintings 
for  sale,  thirty-four  were  purchased.  By  1905,  Kurtz 
had  become  Director  of  the  Buffalo  Fine  Arts  Academy, 
and  he  arranged  for  another  exhibition  of  Glasgow 
work  to  be  shown  at  the  Albright  Gallery  in  Buffalo. 
This  exhibition  toured  to  Chicago,  Philadelphia,  and 
ended  up  in  April  1906  at  the  Toronto  Art  Museum. 
Of  the  seventy-seven  works  for  sale  in  this  exhibition, 
twenty-five  were  sold. 

1 3 .  See  Wesley  Towner,  The  Elegant  Auctioneers,  London 
1 97 1 .  Cottier  opened  his  New  York  house  in  1873, 
the  same  year  as  he  opened  in  Sydney,  Australia. 
After  the  death  of  Cottier  in  Jacksonville,  Florida  in 
1892,  his  personal  collection  was  sold,  and  for  the  sale 
a  sumptuous  catalogue,  with  notes  by  W.  E.  Henley, 
the  author  of  the  Memorial  volumes  for  the  International 
Exhibitions  of  1886  and  1888,  was  published  jointly  by 
the  houses  of  Chevallier  and  Durand-Ruel  in  Paris, 
Cottier  and  Van  Wisselingh  in  London,  Cottier  and 
Durand-Ruel  in  New  York,  and  Van  Wisselingh  in 
Amsterdam. 


Colour! 

E.  A.  Walton! 
Autumn  Sunshine  . 
1884.  Oil  on  canvasj 
21  X  28  inches| 
University  oj  Glasgow} 
Art  Collections-' 
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Embroidered  binding. 
How  we  night  to 
knave  God, 
manuscript  written 
in  1545  for  {Catherine 
Parr  by  the  Princess 
Elizabeth. 
145  x100  x30  mm. 

RH 13/78. 

The  Scottish  Record 
Office,  H.  M.  General 
Register  House, 
Edinburgh. 


A  New  Year  s  Gift 

from  the 
Princess  Elizabeth 


Margaret  H.  Swain 
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One  of  the  most  touching  and  personal  relics  of  Queen 
Elizabeth  I,  mentioned  by  all  her  biographers,  is  the 
small  volume  (No.  i)  now  in  the  Bodleian  Library 
(MS.  Cherry  36)  written  out  on  vellum  by  the  Princess 
herself,  and  made  as  a  New  Year's  gift  at  the  end  of 
1544  for  her  stepmother,  Kathcrine  Parr,  who  had 
married  Henry  VIII  as  his  sixth  wife  some  eighteen 
months  previously. 

Elizabeth,  then  eleven  years  old,  had  inscribed  the 
gift:  'To  our  most  noble  and  vertuous  Quene  Katherin, 
Elizabeth  her  humble  daughter  wisheth  perpetuall 
felicitie  and  everlasting  joye'  (No.  2)  and  had  dated  it 
'From  Assheridgc,  the  last  days  of  the  ycare  of  our 
Lord  God  1544'.  The  volume  is  very  much  a  school- 
girl's gift,  made  under  the  supervision  of  her  masters 
and  governess,  to  demonstrate  their  pupil's  progress 
and  industry  to  her  cultivated  and  erudite  stepmother, 
with  whose  encouragement  she  had  begun  to  share 
lessons  and  tutors  with  her  young  brother,  Edward.  It 
is  also  the  work  of  an  exceptionally  eager  pupil,  who, 
earlier  in  the  year,  had  written  her  stepmother  a  dutiful 
letter  in  Italian. 

This  volume,  The  Miroir  or  Glasse  of  the  Symieful 
Soul,  is  a  translation  'out  of  French  rhyme  into  English 
prose,  joining  the  sentences  together  as  well  as  the 
capacity  of  my  simple  wit  and  small  learning  could 
extend  themselves'.  The  'French  rhyme'  was  Le 
Miroir  de  I' Ante  Pecheresse,  written  by  Marguerite 
d'Angouleme,  Queen  of  Navarre  (1492-1549),  the 
witty  and  learned  sister  of  Francois  I  of  France. 
Elizabeth's  mother,  Ann  Boleyn,  had  been  in  her 


1.  Embroidered 
binding  1544. 
The  Miroir  or  Glasse 
of  the  Sytmeful  Souk, 
manuscript  written 
by  the  Princess 
Elizabeth  at  Ashridge, 
1 544  for  presentation 
to  Katherine  Parr. 
185  X  135  X  30  mm. 
MS.  Cherry  36. 
The  Bodleian  Library, 
Oxford. 

2.  Dedication 
'To  our  most  noble 
and  vertuous  Quene 
Katherin'  by 
Elizabeth  'her  humble 
daughter'. 
MS.  Cherry  36. 
The  Bodleian  Library, 
Oxford. 


service  for  a  time  while  Marguerite  was  Duchesse 
d'Alcncon,  but  the  suggestion  seems  fanciful1  that 
Elizabeth  had  used  her  mother's  copy  of  the  poem 
when  making  the  translation.  It  is  much  more  probable 
that  it  was  chosen  because,  like  Marguerite  in  France, 
Katherine  Parr  was  a  patroness  of  the  new  learning  and 
a  protector  of  Protestants. 

The  volume  is  bound  in  canvas,  embroidered  in  blue 
and  silver  silk,  decorated  on  the  upper  and  lower 
covers  with  an  interlace  design  in  silver  and  gilt  thread, 
with  a  raised  embroidered  heartsease  placed  diagonally 
in  each  corner.  The  spine  has  seven  compartments, 
each  containing  a  flower.  In  the  centre  of  each  cover 
are  the  initials  KP.  This  seems  surprising  in  view  of 
the  fact  that  Katherine  had  been  married  once,  if  not 
twice,  before  marrying  the  King.  It  appears,  however, 
to  have  been  her  preference  to  use  her  maiden  initials. 
During  Henry's  absence  abroad  the  previous  July,  she 
had  been  appointed  Regent,  and  her  signature  during 
this  period  reads:  'Kateryn  the  Quene  Regente,  K  P'. 
The  initials  on  the  book,  therefore,  instead  of  being  a 
somewhat  slighting  reminder  to  the  Queen  that  she 
was  born  plain  Katherine  Parr  (No.  3),  daughter  of  Sir 
Thomas  Parr  of  Kendal,  arc  a  delicate  use  of  her  pre- 
ferred signature.  The  gift  was  apparently  retained  by 
Katherine  after  Henry's  death  in  1547,  when  she  mar- 
ried Thomas  Seymour,  the  Lord  High  Admiral.  She 
died  in  childbirth  the  following  year.  The  book  was 
acquired  by  the  antiquarian  non-juror,  Francis  Cherry, 
and  was  presented  with  his  other  manuscripts  to  the 
Bodleian  by  his  widow  in  1729. 
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In  1545,  the  year  following  the  presentation  of  the 
Miroir  or  Glasse  of  the  Synnejul  Soul  to  Queen  Katherine, 
Elizabeth  made  another  book,  now  in  the  British 
Museum  (Royal  MSS.  7.  D.  X.).  This  was  given  to  the 
Museum  in  1757  by  George  II  with  the  collection  of 
books  and  manuscripts  from  the  Royal  Library  at  St. 
James's  Palace.  The  book  is  dated  'Harfordia  (Hertford 
Castle,  one  of  the  royal  residences  where  Elizabeth  and 
her  brother  were  lodged)  30  die  decembris  1545'2  and 
is  dedicated  to  her  father:  'Illustrissimo  ac  potentissimo 
regi  Henrici  octavo,  Anglie,  Francie,  Hibernieq,  regi 
fidei  defensori,  et  secundum  christum,  ecclesie  angh- 
cane  et  hibernice  supremo  capiti,  Elizabeta  Maiest  S 
humillima  fdia,  omne  foelicitatem  precatur,  et  bene- 
dicti  onem  suam  suplex  petit'.  (No.  4). 


4.  Dedication  to 
Henry  VIII  written  by 
the  Princess  Elizabeth 
at  Hertford  1545. 
Prayers  and  Meditation 
of  Katherine  Parr. 
Royal  MSS.7.D.X. 
The  British  Museum. 

5.  Embroidered 
binding  1545. 
Prayers  and  Meditation 
of  Katherine  Parr. 
Manuscript  written 
by  the  Princess 
Elizabeth. 
145  X  100  X  30  mm. 
The  British  Museum. 


It  consists  of  prayers  and  meditations,  collected  by 
Queen  Katherine  and  translated  by  Elizabeth,  first  into 
Latin,  then  French  and  then  Italian  ('tradotte  per  la 
signora  Elisabetta  della  lingua  inglese  in  vulgare 
italiano').  The  writing,  a  clear  rounded  steady  hand,  is 
more  assured  than  that  of  the  Miroir  of  the  Synneful 
Soul,  but  is  not  yet  the  elegant  and  beautiful  Italic 
script  taught  to  her  the  next  year  by  Roger  Ascham.  It 
offered  proof  to  Henry  of  his  wife's  pien-  and  his 
daughter's  learning  at  the  age  of  twelve,  an  is  a  more 
ambitious  exercise  than  that  presented  to  .he  Queen 
the  previous  New  Year. 

The  cover  also,  (No.  5)  now  greatly  worn,  was  a 
more  ambitious  design  than  the  simple  interlace  of  the 
earlier  volume.  The  ground  is  worked  on  canvas  in  red 
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6.  Dedication  to 
Katherine  Parr, 
written  by  the 
Princess  Elizabeth  at 
Hertford  1545. 
RH  13/78. 
The  Scottish  Record 
Office,  H.  XI.  General 
Register  House, 
Edinburgh. 


A  itcfhaultc.  nishflrc 

cr  ma^nammc  princcjsc  (Mm 

rlnc,  Roync  danqktarc  jrancc, 
ctulofidc  Ihzabtih  fa  trcjhiMc 
fillcrtnd  faint  ,ci  dcue 
obtifsanct. 

toure  ancmnctcXtrcJ1* 
uobkArcfcxccUcntcxt  Jouucrainc 
pnnccjsc)  la  coujlumc  a  toufmm 
obtcnuquc  powr  oardcr  lamr  ; 

r'  moire  des  chofes  f^iaUcs^m  & 
cftoiint  faittcs  au  temps  pajst, 
ct  parcillcmcnt  D0|r  en  cflaroir 


I 


Si 


and  silver  silk  in  the  same  stitch  as  the  Bodleian  volume, 
with  the  remains  of  a  raised  heartsease  in  each  corner. 
Between  the  upper  and  lower  pairs  of  heartsease  is  the 
initial  H.  In  the  centre  is  a  monogram  worked  in  blue 
and  silver  silk,  the  letters  of  which  can  be  discerned  to 
spell  HENRY  KATHERIN,  the  letter  E  being  re- 
versed, on  the  left  side.  Both  covers  were  alike.  The 
spine  has  had  a  strip  of  red  leather  applied,  added  later, 
with  the  title  stamped  in  gold  PRECES  &  MED.  IN 
LAT.  GAL.  &  rTAL.  SERM.  VERSAE  &  HEN.  VIII 
R.  DICAT.  AB  ELIZ.  PR.  PLUT.7.DX.  P.  130. 

These  two  volumes  are  well  known,  and  are  often 
cited  as  evidence  of  the  young  Elizabeth's  industry  and 
learning.  As  well  as  being  written  and  dated  by  her, 
the  embroidered  covers  have  offered  speculation  as  to 
her  skill  with  the  needle. 

Yet  another  volume,  hitherto  unstudied,  but  for 
many  years  on  display  in  the  Scottish  Record  Office, 
H.  M.  General  Register  House,  Edinburgh.  (MS.RH 
13/78),  brings  further  evidence  of  the  education  of  the 
Princess,  and  provides  a  significant  link  between  the 
other  two  volumes.  Like  the  Bodleian  manuscript,  it  is 
dedicated  to  Queen  Katherine,  but  this  time  in  French, 
not  English:  'A  treshaulte,  tresillustre  et  magnanime 
princesse  Catherine,  Roync  d'angleterre,  france  et 
irlande  Elizabeth  sa  treshumble  fillc  rend  salut  et  deue 
obeissance'  (No.  6).  It  is  dated  'Du  chasteau  de  harford 
ce  penultime  jour  de  l'an  1545'  (No.  7):  the  same  date 
as  the  volume  in  the  British  Museum  dedicated  to  her 
father.  They  are,  in  fact,  a  pair.  Both  have  similar 
covers  bearing  the  same  monogram  (see  colour).  The 
cover  of  that  given  to  her  father  is  red,  with  a  blue  and 
silver  monogram :  that  presented  to  the  Queen  is  blue 
(like  The  Miroir  or  Glasse  of  the  Synneful  Soul)  with  a  red 
and  silver  monogram.  The  same  silks  are  used  on  both 
with  the  colours  reversed.  Both  have  heartsease  in  each 
corner.  Both  are  approximately  the  same  size  (145  x 
100  x  30  cm.). 

As  in  the  manuscript  written  for  her  father,  the  one 
for  the  Queen  is  deeply  devotional.  The  preface  shows 
her  mastery  of  French  has  increased  during  the  past 
year:  je  .  .  .  me  suis  ingeree  et  entremise  de  traduire  en 
nostrelangue  maternelle  un  petit  livre,  duquel,  ainsi  que 
saint  Paul  dit,  l'argument  ou  subject  surpasse  la 
capacite  de  toute  creature  . . .'. 

Perhaps  deliberately,  Elizabeth  does  not  give  the 
source  of  the  'petit  livre',  which  is  titled  How  we  ought 
to  knowe  God  (No.  8)  nor  the  name  of  its  author.  It  is, 
in  fact,  a  translation  of  the  first  chapter  of  Calvin's 
Institution  de  la  vie  chrestienne,  first  published  in  1541  in 
Geneva,  and  translated  into  French  by  Calvin  himself.3 
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•j.  Final  page  of 
dedication  to 
Katherinc  Parr,  dated 
'ce  pcnultimc  jour 
dcl'an,  1545'. 
RH  13/78. 
The  Scottish  Record 
Office,  H.  M.  General 
Register  House, 
Edinburgh. 


v-mr-  ■  
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v  lay  dm  qui  tout  crca.  liquet 
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As  an  exercise  on  the  part  of  Elizabeth,  the  translation 
into  English  is  carefully  done:  if  not  word  for  word,  as 
she  claims  in  her  preface,  at  least  phrase  by  phrase.  It 
appears  to  have  been  written  directly  into  the  vellum 
book,  which  was  faintly  ruled  into  fourteen  lines  to 
keep  the  pages  evenly  spaced.  An  occasional  French 
word  slips  through:  'The  seconde  faute  that  men  doth 
commytte  is  that  they  be  brought  par  force  and  agaynst 
their  willc  to  have  knowledge  of  God,  et  are  not  moved 
through  a  feare  wich  shuld  procede  frome  the  rever- 
ence that  we  owe  unto  hys  majeste  .  .  .  .'4  and  .  .  . 
Plato  .  .  .  the  most  sobre  et  raysonable'  for  'sobrc  et 
raisonnable'.  But  these  are  minor  slips  in  the  daunting 
task  of  rendering  Calvin's  theological  reasoning  into 
clear  English. 

Occasionally,  there  is  a  flash  of  the  pithy  speech  of 
the  future  Queen:  'After  thys  manner  did  Christ  open 
the  mynde  of  hys  two  disciples,  not  for  to  make  them 
wise  with  their  own  wittcs,  putting  the  Scripture  a 
sydc'  for  'non  pas  pour  les  rendrc  saiges  par  eulx'.5  And 
'.  .  .  we  must  fyrst,  and  principaly  searchc  god  in  the 
scriptures,  and  lette  them  shuttc  at  such  a  marke  that 
they  may  come  to  hytt  .  .  .'  for  '.  .  .  et  soient  adresses  a 
un  certain  but  pour  y  parvenir'/'  Only  one  phrase  of 
the  whole  chapter  is  omitted.  Writing  of  the  inspira- 
tion of  Scripture,  Calvin  added:  'D'autrepart,  le 
consentment  dc  l'Eglise  n'est  pas  sans  importance'7, 
which  Elizabeth  left  out  possibly  for  significant  reasons 
or  perhaps  due  to  an  oversight. 

The  choice  of  such  an  author  (1509- 1564),  who,  like 
Marguerite,  Queen  of  Navarre,  was  still  alive,  for 
translation  by  the  Princess  for  presentation  to  the 
Queen,  is  remarkable.  The  subject  of  the  King's  gift, 
prayers  collected  by  his  wife,  including  one  for  the 
King's  Majesty,  shows  that  care  and  thought  had  gone 
into  the  choice.  The  Queen's  gift  was  intended  both 
to  please  and  edify  the  recipient.  She  had  influenced 
the  selection  of  Elizabeth's  tutors.  Sir  John  Cheke, 
Regius  professor  of  Greek  at  Cambridge,  who  was 
tutor  to  Prince  Edward  and  taught  Elizabeth  Greek, 
zealously  promoted  Protestantism.  Elizabeth's  own 
tutor,  William  Grindal,  who  was  to  die  of  the  plague 
in  1548  to  be  succeeded  by  his  friend  Roger  Ascham, 
was  also  a  Protestant  and  a  Cambridge  graduate.  At 
that  period,  Cambridge  was,  and  continued  ro  be,  a 
Puritan  stronghold.  The  German  traveller  Pa  I  Hentz- 
ner  was  to  observe,  after  visiting  Cambridg'  in  1598: 
'We  must  note  here,  that  there  is  a  certain  Sect  in 
England,  called  PURITANS :  these,  according  to  the 
doctrine  of  the  Church  of  Geneva,  reject  all  ceremonies 
antiently  held  ....  They  do  not  live  separate,  but  mix 
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8,  Hoir  we  ought  to  knowe  God, 

manuscript  written 

by  the  Princess 

Elizabeth  translated 

from  the  first  chapter 

of  Calvin's 

Institution  de  la  vie  chrcstiennc 

first  published  in 

Geneva  1541. 

RH  13/78. 

The  Scottish  Record 

Office,  H.  M.  General 

Register  House,  Edinburgh. 


HOW  WE  OVGHTTO 

knowegod 


,ALL  the  fumme  of  our  wifedom 
the  wieh  deferueth  to  be  cmcd.truc 
and  eertayne  wi/edonus  almoll 
comprehends  m  two  partesthe 
one  is  to  knoweopd.  andy  fecoi 
to  knowe  ourtfe&esiwheroftne 

fyrfi  ouohi'to fhemmt  onely 
that  he  is  opd  aloneihe  Withe 
wc  all  vnajl  wor/hippe  ,and  h6 
noreibut  alfo  thai  he  uf  fpnnqe 
of  all  truth.  wifedom,aoodnes 


with  those  of  the  Church  of  England  in  the  Colleges 

.  .'.8 

The  French  tutor  to  both  Elizabeth  and  Edward, 
Jean  Belmain,  was  a  Calvinist,  but  the  choice  of  the 
subject  matter  cannot  have  been  his  alone.  Katherine 
Parr  was  known  to  favour  Protestant  teaching ;  indeed, 
she  went  so  far  as  to  discuss  and  even  argue  the  new 
learning  with  the  King,  and  so  incurred  the  enmity  of 
the  Catholic  party.  The  summer  following  the  pre- 
sentation of  Elizabeth's  book,  the  King  was  persuaded 
to  sign  a  warrant  for  Katherine's  arrest  on  a  charge  of 
heresy.  She  heard  of  the  plot,  obtained  an  interview 
with  the  King,  and  explained  that  her  discussions  had 
merely  been  to  divert  the  King's  thoughts  in  his  illness, 
and  to  encourage  him  to  expound  his  opinions.9  The 
King,  mollified,  rescinded  the  order,  but  it  must  be 
assumed  that,  until  her  husband  died  the  following 
January,  Katherine  was  more  circumspect  in  her 
speech  and  her  reading. 

It  seems  fitting  that  this  book,  translated  from  Calvin, 
should  have  come  to  rest  in  Scotland,  whose  church  at 
the  Reformation  chose  to  follow  his  teaching  rather 
than  that  of  Luther.  The  book  was  acquired  some  time : 
in  the  eighteenth  century  by  Walter  Ross,  W.S. 
(1738— 1789),  an  eccentric  antiquarian,  who  lived  at  St. 
Bernard's,  Stockbridge,  Edinburgh.  It  was  given  by 
him  to  Robert  Dundas  of  Arniston  (1753-1819)  at-' 
some  date  between  July  1785 10  and  his  death  on  March 
11  1789.  The  letter  (MS.RH.  13/78A)  which  accom- 
panied the  book  is  merely  dated  'Friday  morning',  and 
is  addressed  to  'Mr.  Sollicitor  Dundas'.  Dundas  of 
Arniston  was  Solicitor-General  of  Scotland  from  1784 
to  1789,  and  was  the  heir  to  a  long  legal  tradition,  his 
father  and  grandfather  being  both  Lord  Presidents  of 
the  Court  of  Session.  He  held  the  offices  of  Lord  Advo- 
cate, Lord  Chief  Baron  of  the  Court  of  Exchequer  in 
Scotland  and  Keeper  of  the  Register  of  Sasines,  while 
his  third  son,  William  Pitt  Dundas  was  Deputy  Clerk 
Register  from  1841  to  1880,  so  that  it  is  understandable 
that  the  book  should  find  a  place  in  the  Register  House. 

Surprisingly,  Walter  Ross  does  not  appear  to  have 
been  aware  of  the  source  of  the  translation.  He  knew, 
however,  of  the  existence  of  the  manuscript  of  the 
same  date  in  the  British  Museum.  He  had,  moreover, 
examined  it  and  had  gone  so  far  as  to  take  a  tracing  in 
gold  leaf  in  order  to  verify  the  authenticity  of  the 
handwriting  of  his  own  manuscript.  In  sending  the 
book  he  wrote : 

'IV.  Ross's  respectful  compliments  to  Mr.  Sollicitor. 
He  sends  him  the  Book  he  showed  him  yesterday, 
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which  is  as  he  apprehends,  a  very  great  curiosity. 
— It  is  wholly  written  by  the  Princess  Elizabeth 
when  very  young,  and  designed  as  a  compliment 
to  her  Mother  in  Law  [sic:  stepmother]  Queen 
Catherine,  to  whom  she  was  Politician  enough  to 
be  very  attentive  in  early  life.  The  exercise  upon 
Religion  keeps  an  artful  medium  between  the 
Catholic  and  New  opinions,  leaning  towards  the 
first  without  touching  the  other  -  It  is  embroidered 
by  her  own  hands,  with  Catherine  and  Henry 
In  a  cypher,  and  is  upon  the  whole,  a  much  finer 
remain  than  the  Prayer  Book  in  the  Museum,  or 
the  other  which  the  Dutchess  oj  Portland  so  much 
valued  -  The  Gold  beatten  leaf  may  be  thrown 
away,  being  only  a  facsimile  from  the  Prayer 
Book  in  the  Museum  to  ascertain  [the]  hand  - 
It  has  been  all  along  kept  in  a  Family  and  only 
came  out  oj  it  by  chance.  — If  Mr.  Dundas  chuses 
to  present  it  to  the  Queen  or  any  oj  the  Princesses, 
it  will  in  all  probability  be  acceptable'. 

Apart  from  its  historical  interest,  and  the  fresh  light 
it  sheds  upon  the  education  of  the  young  Elizabeth,  the 
book  provides  a  basis  for  further  study  into  a  period 
that  is  not  so  well  documented  as  the  later  life  of  Queen 
Elizabeth.  The  fact  that  these  two  books  are  a  pair, 
made  as  New  Year  gifts  to  the  King  and  Queen  in 
1545,  suggests  that  Elizabeth  may  have  made  other 
books  for  presentation.  Indeed,  the  Bodleian  Library 
possesses  a  manuscript  book  made  by  her  in  1547  for 
her  brother,  Edward  VI.  It  is  a  translation  from  Italian 
into  Latin  entitled  De  Christo  Sermo  by  Bernadini 
Ochini.  (MS.  Bodi/6).  It  was  acquired  in  1766  and  has 
'been  rebound  in  the  early  nineteenth  century  in  red 
ivelvet  with  marbled  endpapers.  There  is  no  record  of 
its  earlier  cover. 

Paul  Hentzner  described  another  volume,  which  he 
'had  seen  among  the  books  in  the  Royal  Library  at 
Whitehall.  Writing  in  Latin,  he  noted: 

. . .  Among  the  rest,  a  little  one  in  French,  upon 
parchment,  in  the  handwriting  of  the  present 
reigning  queen  Elizabeth,  thus  inscribed  :- 
A  Treshaut  &  Tres  puissant  &  Redoubte 
Prince  Henry  VIII  de  ce  nom,  Roy  d'Anglettre, 
de  France  and  d'lrelande,  defenseur  de  la  foy; 
Elizabeth  sa  Treshumble fille  rend 
Salut  &  Obedience. 

He  did  not  note  the  binding,  merely  saying  'all  these 
oooks  are  bound  in  velvet  of  different  colours,  though 
:liiefly  red,  with  clasps  of  gold  and  silver;  some  have 
pearls,  and  precious  stones  set  in  their  bindings'.1 1 

II 


It  is  evident  that  the  little  book  seen  by  Hentzner 
was  not  the  volume  now  in  the  British  Museum, 
whose  dedication  is  in  Latin,  not  the  French  that 
Hentzner  took  pains  to  transcribe.  The  question  arises, 
therefore:  in  what  year  was  this  further  book  written 
for  the  King? 

Although  dated  as  New  Year  gifts,  the  books  re- 
quired time  to  complete.  It  may  be  that  the  book 
mentioned  by  Hentzner  was  presented  in  1546,  when 
Henry  lay  dying.  If  so,  it  would  seem  probable  that  one 
for  the  Queen  was  made  also.  On  the  other  hand,  it  is 
possible  that,  just  as  in  1545,  when  Elizabeth  presented 
the  Queen  with  a  blue  and  the  King  with  a  red  bound 
book,  so  in  1544,  she  may  have  made  a  similar  pair, 
one  blue,  now  in  the  Bodleian,  the  other  red  for 
Henry:  one  a  translation  from  French,  the  other  a 
translation  into  French.  Bishop  Montague  mentions 
A  Century  oj  Sentences  written  by  Elizabeth  and  dedica- 
ted to  her  father.12  We  may  therefore  infer  that,  during 
her  schooldays,  Elizabeth  made  at  least  four  books  as 
gifts  for  her  parents.  She  may  well  have  made  six,  as 
well  as  the  one  for  her  brother  Edward  in  1547. 

The  book  described  by  Hentzner  has  now  disap- 
peared. The  Palace  of  Whitehall  was  destroyed  by  fire 
on  January  4  1697/8,  leaving  only  the  Banqueting  Hall. 
Most  of  the  contents  of  the  Royal  Library  perished  in  it. 
In  his  letter  to  Dundas  of  Arniston,  it  will  be  noted 
that  Walter  Ross  referred  to  'the  Prayer  Book  in  the 
Museum,  and  the  other  which  the  Dutchess  of  Port- 
land so  much  valued'.  The  Duchess  was  Margaret 
Harley  (1715—1785),  daughter  and  heiress  of  Robert 
Harlcy,  1st  Earl  of  Oxford.  Her  father's  collection  of 
manuscripts  was  sold,  mostly  to  the  British  Museum, 
where  they  now  form  the  Harlcian  Collection.  No 
manuscript  of  this  type  can  be  found  in  its  catalogue. 
The  volume  referred  to  by  Ross  would  appear  to  be  one 
in  her  own  collection,  which  was  sold  at  her  death,  and 
appeared  as  lot  2950  in  A  Catalogue  of  the  Portland 
Museum  lately  the  Property  of  the  Duchess  Doivager  of 
Portland  deceased,  in  the  sale  lasting  from  April  24  to 
May  24  1786.  It  is  described  as: 

2950  QUEEN  ELIZABETH'S  PRAYER  BOOK, 
which  contains  Six  Prayers,  composed  by  her 
Majesty,  and  written  in  her  own  hand  (in  the  true 
spirit  of  devotion)  in  the  neatest  and  most  be  atiful 
manner  upon  VELLUM.  Two  of  the  Prayer  •  are 
in  the  English  language,  one  in  Latin,  one  in 
Greek,  one  in  Italian,  and  one  in  French;  on  the 
inside  of  the  covers  are  the  pictures  of  the  DUKE 
D' ALENCON  and  the  QUEEN,  by  Hilliard: 
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the  binding,  black  shagreen,  with  enamelled  clasps, 
and  in  the  center  of each  is  a  ruby.13 

This  had  been  purchased  by  the  Duchess  at  West's 
sale  March  6  1773,  lot  28  for  .£22.1.0  and  was  bought 
at  her  sale  by  Glover  for  Lord  Carmarthen,  son  of  the 
Duke  ot  Leeds,  for  _£io6.i.o. 14  It  was  exhibited  in 
1889  and  was  then  owned  by  J.  W.  Whitehead,  but 
disappeared  after  his  death  in  1892.  An  'auto-type'  of 
the  book  and  miniatures  was  made  at  the  British 
Museum  betore  its  disappearance.15  It  was  very  small 
(7.5  x  5  cm.)  and  written  in  several  small  neat  scripts.  It 
would  appear  to  be  the  work  of  a  calligraphcr  rather 
than  ot  the  Queen  herself  The  inclusion  of  the  Hilliard 
portraits  has  given  rise  to  the  suggestion  that  the  book 
might  have  been  written  about  the  time  (1578-1582)  of 
the  marriage  negotiations  with  the  Due  d'Alencon. 

The  well-preserved  cover  oi  How  we  ought  to  knowe 
God  raises  afresh  the  question  posed  by  Davenport16 
and  other  writers,  as  to  whether  they  were  embroid- 
ered by  Elizabeth  herself.  The  covers  of  the  Bodleian, 
the  British  Museum,  and  the  Scottish  volumes  all  show 
striking  similarities  in  technique  and  design,  and  share 
a  common  origin.  All  three  are  worked  on  canvas  in 
the  same  stitch,  a  stitch  now  called  plaited  Gobelin, 
worked  vertically.  The  same  type  of  silk  and  silver 
thread  is  used  on  each.  The  heartsease  in  the  corners  are 
all  worked  in  the  same  stitch,  a  version  of  detached 
buttonhole.  In  each  case  these  have  been  stuffed  with 
linen  thread  to  give  a  raised  appearance.  The  silver 
interlace  stitches  on  the  Bodleian  volume,  and  used  as 
edging  on  each  cover,  are  those  whose  names  are  now 
unknown  to  us,  but  whose  intricacy  was  beloved  by 
the  English  domestic  needlewoman  of  the  sixteenth 
century. 

A  large  number  of  small  devotional  books,  printed 
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2.  Not  '20  die  decembris'  as  suggested  by  C.  Davenport  in 
English  Embroidered  Bookbindings,  London,  1899  p.  34. 
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of  Manuscripts,  The  National  Library  of  Scotland, 
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Testaments,  Psalms  and  Prayer  Books,  bound  profes- 
sionally in  embroidered  covers,  have  survived  from  the 
early  seventeenth  century.  It  could  be  assumed  that 
these  small  manuscript  books  written  by  Princess 
Elizabeth  may  equally  have  been  given  to  professional 
binders  to  cover.  The  volume  in  the  Scottish  Record 
Office  provides  evidence  that  the  books  were  not  the 
work  of  professional  binders,  even  though  Elizabeth 
may  have  had  assistance  from  her  governess  and  ladies 
in  their  making.  Instead  of  the  embroidered  covers 
being  applied  to  the  boards,  with  endpapers  pasted 
down,  as  professionally  finished,  the  Scottish  volume  is 
made  as  a  slip  cover,  with  violet  satin  stitched  to  the 
edges  of  the  canvas,  making  a  pocket  for  the  upper  and 
lower  board.  It  is  the  manner  in  which  nuns  in  convents 
cover  their  missals.  The  British  "Museum  volume  shows 
that  crimson  satin  was  used  to  make  similar  pockets, 
but  it  has  now  been  glued  down  as  a  repair.  The 
Bodleian  volume  shows  shreds  of  satin  also,  at  the  edge. 
It  has  been  clumsily  repaired  by  the  insertion  of  a  thick 
board  covered  with  marbled  paper. 

If,  as  seems  likely,  these  three  books  were  covered 
in  the  Princess's  household,  with  the  assistance  of  her 
governess  and  women,  Elizabeth  would  no  doubt  have 
been  expected  to  contribute  her  share  to  the  work. 
One  further  small  detail  suggests  that  the  cover  of  How 
we  ought  to  knowe  God  may  well  be  the  work  of  a 
twelve  year  old  schoolgirl:  the  top  right  hand 
heartsease  has  been  applied  pointing  in  the  wrong 
direction  -  an  endearing  error  on  a  work  of  such 
formidable  scholarship. 

This  paper  is  published  with  the  approval  of  the  Keeper 
of  the  Records  of  Scotland.  I  am  deeply  indebted  to 
Miss  M.  D.  Young,  MA.,  Assistant  Keeper,  for  her 
help  and  encouragement  during  its  preparation. 

10.  In  his  letter,  Ross  refers  to  the  book  which  the  Duchess 
of  Portland  'so  much  valued'.  She  died  July  17  1785. 

11.  Paul  Hentzner,  op.cit.  p.  30. 

12.  Horace  Walpole,  A  Catalogue  of  Royal  and  Noble 
Authors  of  England  Scotland  and  Ireland,  Vol.  I,  1 806,  p.  89. 

13.  A  catalogue  of  the  Portland  Museum  lately  the  property 
of  the  Duchess  Dowager  of  Portland  deceased, 
Skinner  &  Co.,  London,  1786,  p.  132. 

14.  I  am  indebted  to  Dr.  C.  E.  Wright,  lately  of  the 
Department  of  Manuscripts,  the  British  Museum, 
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1 5.  MS.  Facs.  218.  This  has  been  published  in  facsimile : 
A  Book  of  Devotions,  Gerrards  Cross,  1970. 
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John  Frederick  Lewis,  ra.  Highland  Hospitality,  1832. 
Lewis's  oil  painting  was  formerly  in  the  Hutchinson  collection, 
where  it  was  incorrectly  attributed  to  Landseer. 
The  figures  on  the  right  have  been  identified  as  the  painters 
George  Cattermole  (1 800-1 868)  and  William  Evans 
of  Eton  (1798-1877). 
The  Fine  Art  Society  Ltd.,  12  Great  King  Street,  Edinburgh. 
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Mauchline  Ware 

J.  S.  Buist 


Rear,  left:  Fern 
pattern  tea  caddie 
with  portrait  of 
Robert  Burns  on  lid. 
Rear,  right:  White 
wood  trinket  box  of 
unusual  design  with 
transfer  engraving  of 
Dunkeld  Cathedral. 
Centre,  left :  Fern 
pattern  cigar  case. 
Centre,  right :  Fern 
pattern  match 
container. 
Front :  Pencil  case 
(Prince  Charles 
tartan). 


Rear,  left :  Picture 
frame  (Prince 
Charles  tartan). 
Rear,  centre:  A  snuff- 
box, with  concealed 
hinge,  the  top 
decorated  with  a 
checker  pattern  and 
scroll  work  on  papier- 
mache.  This  is  an 
example  of  the 
Smiths'  checker  work 
which  preceded  the 
formalised  clan 
tartans. 

Rear,  right:  Bobbin 

box  with  portrait  of 

Edward  and 

Alexandra,  probably 

issued  for  Victoria's 

first  Jubilee 

(Caledonia  tartan). 

Front,  left :  Quaich 

(Campbell  tartan). 

Front,  centre : 

Powder  box 

(McBeth  tartan). 

Front,  right: 

Beehive  match 

container 

(Caledonia  & 
■  Sutherland  tartans). 

The  quaich  is  a  good 
I  example  of  the 

application  of  a 
•  tartan  printed  on 
j  paper  and  applied 
I  to  a  difficult  surface. 


What  is  now  being  collected  as  Mauchline  ware  was 
sold  for  most  of  the  nineteenth  and  well  into  the 
twentieth  century  as  'Scotch  goods'  or,  more  specific- 
ally, as  'clan  tartan  wood  work' and 'white  wood  work'. 

'Clan  tartan  wood  work'  is  self-explanatory  -  wood 
work,  usually  sycamore,  decorated  with  clan  tartans 
and  sold  in  Scotland.  'White  wood  work',  again 
usually  sycamore,  was  decorated  with  transferred  en- 
gravings of  places  and,  very  occasionally,  people.  It 
was  sold  in  large  quantities  in  most  parts  of  Scotland 
and  in  many  parts  of  England  and  Wales,  and  was 
exported  to  France,  the  United  States  and  Australia. 
Together  tartan  and  white  wood  work  satisfied  a 
sizeable  part  of  the  Victorian  passion  for  localised 
souvenirs. 

Production  was  concentrated  on  Mauchline,  a  small 
town  in  Ayrshire.  The  fine  wood  work  industry  was 
established  in  Ayrshire  in  the  1820s.  Then,  according  to 
a  plausible  tradition,  a  blacksmith  in  Cumnock,  near 
Mauchline,  in  repairing  a  snufF-boxjrumblcd  the  secret 
of  the  internal  'Scotch'  hinge.  This  hinge,  which  en- 
sures an  airtight  box,  had  until  then  been  a  monopoly 
of  the  east  of  Scotland.  It  was  probably  adapted  to 
wood  by  James  Sandy  (d.  1819)  of  Alyth,  Perthshire, 
and  was  first  exploited  commercially  by  the  Stivens 
father  and  son  in  Laurencekirk,  Kincardineshire. 

The  early  Ayrshire  snuff-boxes,  most  of  them 
charmingly  decorated  in  oils  and  in  ink  are  collected  in 
their  own  right  and  are  not  considered  here.  They  be- 
long to  the  period  before  the  1840s  when  snuffing 
went  out  and  most  of  the  Ayrshire  industry  with  it. 
Two  firms  survived  in  Mauchline  by  diversifying  their 
production  -  Davidson,  Wilson  and  Amphlet  and  the 
much  more  enterprising  W.  and  A.  Smith.  From  early 
on,  the  Smiths  had  made  razor  hones  and  strops,  as  well 
as  snuff-boxes.  As  a  first  step  in  diversification  they 
and  their  competitors  added  cigar  and  cheroot  cases 
and  tea  caddies,  the  latter  sometimes  decorated  by 
hand.  In  the  1830s  'calling  card'  cases,  needle  cases  and 
various  kinds  of  ornamental  boxes,  Smith  staples  for 
the  rest  of  the  century,  were  already  being  made  in 
Mauchline. 

The  times  were  propitious  for  further  development. 
Britain  was  being  opened  up.  Though  Queen  Victoria 
did  not  travel  by  train  till  1842,  most  of  her  subjects 
were  more  readily  reconciled  to  the  new  form  of  trans- 
port. More  and  more  people  could  go  to  more  and  more 
places.  The  souvenir  trade  boomed.  In  Scotland  there 
was  the  additional  favourable  circumstance,  fostered 
by  railway  travel,  of  the  prolongation  of  the  Romantic 
Movement.  Sir  Walter  Scott  had  died  in  1830,  but  the 


influence  of  his  poems  was  still  strong  and  was  rein- 
forced by  the  immediate,  growing  and  permanent 
obsession  of  Victoria  and  Albert  with  Scotland  (which 
they  first  visited  in  1842).  There  was  a  ready-made 
market  for  both  tartan  and  white  wood  ware.  The 
white  wood  ware  offered,  often  in  articles  of  little 
bulk,  authentic  and  pleasing  engravings  of  places  of 
historic  interest,  natural  beauty  and  literary  association. 
The  tartan  ware  offered  reproductions  of  the  newly 
established  'authentic'  tartans. 

Again  the  timing  was  perfect  for  expansion  in 
Mauchline.  The  tartan  ware  developed  from  an  early 
form  of  snuff-box  decoration  in  which  parallel  lines 
and  checker  patterns  were  applied,  first  by  hand  and 
then  by  machine.  It  was  an  easy  step  to  reproduce  the 
new  standardised  clan  tartans  which  were  being  im- 
posed on  the  surprised  and  hitherto  negligent  clansmen 
by  the  joint  efforts  of  the  mysterious  Sobicski  Stuart 
brothers  and  the  textile  manufacturers.  The  Smiths 
prepared  the  patterns  reproduced,  to  the  finnicky 
authors'  satisfaction,  in  the  Sobicski  Stuarts'  Vestiarium 
Scoticum  (1842)  and  in  1853  published  their  own  more 
modest  Authenticated  Tartans  of  the  Clans  and  Families  of 
Scotland.  By  the  time  of  the  Great  Exhibition  of  1851 
the  Smiths  were  ruling  the  tartans  on  paper.  At  its  best 
this  method  is  entirely  satisfactory,  even  when  used  to 
decorate  challenging  articles  like  parasol  handles,  bee- 
hive match  containers  and  quaichs.  At  its  worst,  as  on 
napkin  rings  which  were  produced  in  immense 
quantities,  it  is  immediately  detectable  and  unsatis- 
factory. 

Transfer  work  seems  to  have  begun  in  Mauchline  as 
a  means  of  labelling  the  early  hone  and  strop  cases,  and 
to  have  been  established  by  the  mid-i830s.  Topo- 
graphical prints  were  a  logical  development,  especially 
in  a  new  market  where  cheapness  mattered  -  white 
wood  souvenirs  sold  for  as  little  as  sixpence.  In  quality 
the  engravings  resemble  those  published  in  the  1840s 
and  1850s  by  London  firms  like  Newman  &  Co.,  Rock 
&  Co.,  and  J.  Harwood,  who  among  them  covered 
most  of  England.  The  only  artist  I  have  identified  so 
far  as  supplying  prints  to  the  Smiths  is  William  Banks 
(died,  1866)  an  enterprising  Edinburgh  engraver  and 
businessman  and  a  pupil  of  the  better  known  W.  H. 
Lizars.  At  his  best,  Banks  had  a  genuine  fec'ing  for 
landscape. 

I  have  examples  of  between  seventy  ai.i  eighty 
different  engravings  of  places  in  England  and  Wales  in 
my  Mauchline  ware  collection  -  and  would  have  had 
more  if  I  had  not  assumed  originally  that  non-Scottish 
pieces  had  a  non-Scottish  origin.  London  (but  not 
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other  dries),  the  Shakespeare  Country,  places  of  hist- 
oric interest  like  the  Northumberland  Border  castles 
vfor  sale  in  Coldstream  on  the  Scottish  side)  and  the 
emerging  seaside  resorts  are  well  represented.  For  sheer 
weight  ot  coverage  Scotland  leads,  and,  in  Scotland,  the 
Bums  Country,  including  Mauchline.  But  Edinburgh, 
the  Border  Abbeys,  Stirling  and  Dunkeld  had  only 
slightly  less  appeal  to  what  was  essentially  a  romantic 
taste.  Few  stately  homes  were  overlooked  and  many 
villages  of  scarcely  local  tame  occur.  I  have  been  told 
in  Ayrshire  that  at  their  zenith  ot  business  acumen  and 
technical  ingenuity  the  Smiths  'would  ha'e  ta'en  an 
order  trae  Timbuctoo.'  A  branch  warehouse  in  Birm- 
ingham -  two  during  a  family  split  -  testified  to  this 
spirit. 

Part  ot  the  Victorian  romantic  approach  to  souven- 
irs was  a  passion  for  named  woods.  The  white  wood 
ware  catered  abundantly  tor  this.  A.  &  R.  Robb  ot 
Coldstream  sold  Mauchline-made  souvenirs  from 
wood  which  grew  on  Flodden  Field.  Two  firms  in 
Dunkeld  in  Perthshire  used  wood  from  the  Athole 
Plantations  and  from  Birnam  Wood.  In  Crieff,  also  in 
Perthshire,  a  bookseller  claimed  that  his  'fancy  goods' 
were  made  from  sixteen  local  woods.  In  Ayrshire 
wood  from  the  banks  of  the  Doon  and  the  Ayr,  rich  in 
Burns  associations,  was  so  often  used  as  to  strain 
credulity.  Most  of  the  wood  used  in  Mauchline  was 
probably  Ayrshire  wood  -  blown  timber  from  various 
parts  of  the  count)-  carefully  seasoned.  The  qualities 
which  made  sycamore  eminently  suitable  for  snuff- 
boxes -  freedom  from  knots,  closeness  of  texture,  re- 
sistance to  warping  and  the  fact  that  it  retains  its 
original  whiteness  or  mellows  gently  -  favoured  its 
use  for  souvenirs.  On  sycamore  the  best  engravings 
stand  out  brilliantly  under  their  multiple  coats  of  clear 
vamish. 

As  pleasing  as  tartan  and  white  wood  ware  is  the  fern 
ware  also  made  by  the  Smiths.  This  effective  medium, 
less  often  encountered  than  the  others,  was  a  commer- 
cial adaptation  of  the  Victorian  domestic  near-art  of 
splash  or  spatter  work.  Photographs  are  only  slightly 
less  common  than  engravings  as  decorations.  After 
long  doubt,  I  incline  to  accept  pieces  so  decorated  as 
Mauchline  ware.  Most  of  them  resemble  authentic 
Mauchline  ware  in  design  and  finish.  Similarly  I  am 
inclined  to  admit  articles  with  engravings  or  scraps  on 
a  black  japanned  background. 

For  me  one  of  the  attractions  of  Mauchline  is  its 
immense,  originally  quite  unsuspected,  variety.  I  have 
made  an  omnibus  collection  which  breaks  down  into 
the  following  categories: 

Books:  Scott's  and  Burns's  poems  (one  collection  ot 
Hurns's  songs  published  by  Smiths  c.  1850  is  rare),  the 
New  Testament,  the  Prayer  Book,  local  guide  books, 
photograph  albums  and  cabinet  albums  of  local  views. 
Most  of  the  books  have  bindings  too  weak  for  the 
weight  of  the  wooden  boards. 

Boxes:  All  shapes,  sizes  and  uses,  from  gloves  to 
trinkets.  Boxes  and  napkin  rings  are  easiest  to  find. 
Games  and  Toys:  Playing  card  cases,  bezique  and  whist 
markers,  domino  boxes,  money  boxes  (many  shapes 
and  several  sizes),  skipping  rope  handles,  whistles. 
Household  articles:  Tumbler  and  medicine  (or  dram) 


glass  containers,  beakers,  cake  baskets,  egg  cups 
(common)  egg-timers,  match  boxes,  match  containers, 
napkin  rings,  picture  frames  (various  shapes  and  sizes), 
tea  caddies,  thermometers  (mounted  on  obelisks), 
vases,  wine  coasters. 

Knitting  and  sewing  accessories:  Darning  eggs  and  mush- 
rooms, yard  measures,  sewing-needle  books,  knitting- 
needle  and  crochet-hook  containers,  pincushions,  silk 
winders,  tatting  shuttles,  tape  caskets,  thimble  cases. 
This  is  the  largest  single  group.  Each  item  is  made  in 
various  shapes  and  sizes.  For  instance,  there  are  a  dozen 
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i.  Back,  left  to  right: 

Playing  card  case  with 

sliding  lid; 

The  Battle  of  Flodden 

Field 

by  the  Rev.  Robert 
Jones,  Vicar  of 
Branxton(i86o)  with 
boards  of  wood  from 
the  battlefield ; 
A  typical  New 
Testament  with 
white  wood  covers: 
Hie  Scottish 
Keepsake 
(Burns's  Songs) 
published  by 
William  and  Andrew 
Smith  at  Mauchline 
(c.  1850).  This  is  a 
rarity. 

Front :  'Calling  card' 
case  with  a  slip-in 
nail-less  hinge ; 
Early  spectacle  case; 
Typical  'cabinet 
album'  of  local  views. 


2.  Back,  left  to  right : 
Bobbin  box  issued 
by  Clark  &  Co.,  the 
Paisley  thread 
manufacturers  with 
a  trade  label 
illustrating  a  gold 
medal  awarded  at  the 
Paris  Exhibition, 
1867.  The  robin 
motifs  are  typically 
1860-70; 

Centre,  Wool  ball; 
Right,  Small  bobbin 
box  (three  reels). 
Centre,  left  to  right : 
Darning  mushroom, 
hollow  handle  for 
needles ;  darning  egg ; 
knitting  needle  or 
pencil  case,  of  soft 
wood  (probably  of 
German  origin) 
issued  for  'The  Great 
International 
Exhibition  of  1862'. 
Front :  Knitting 
needle/pencil  case  of 
Mauchline  white 
wood ;  darning 
mushroom. 


3.  The  centre  blotter/ 
writing  case  is 
important  as  an  early 
combination  of 
photograph  and 
engraving  decoration. 
The  photograph, 
from  the  Scott 
Monument,  showing 
the  east  end  of  Princes 
Street  and  Calton 
Hill,  Edinburgh,  is 
dated  c.  1865. 
The  ruler  in  front 
contains  a  pencil  and 
a  rubber. 


4.  Sewing  accessories, 
apart  from  back  left 
which  is  an  example 
of  the  Medlock 
Rolled  Tape  Casket, 
patented  in  1863  by 
J.  P.  Wcstwood, 
Manchester,  who 
made  the  tape.  The 
bottles  are  etuis  for 
thread,  needles  and 
thimble  and  bear 
engravings  of  the 
widely  separated 
Ballochmyle  (House) 
Mauchline,  and  the 
Washington 
Monument, 
Washington,  D.C. 
Back  centre:  An 
improbable 
combination  of 
pincushion  and  egg 
timer.  Back  right: 
Combination 
pincushion  and 
thread  container. 
Front,  left  to  right : 
Etui;  Double 
pincushion ;  Etui. 


5.  Some  of  the  more 
unusual  Mauchline 
white  wood  pieces. 
Centre  left  u  a 
skipping  r   >c  handle; 
centre  froi  . ,  a 
whistle.  Tne 
wheelbarrow  and 
cradle  were  probably 
used  as  trinket 
containers. 
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(ii&rcnt  designs  ot  pincushion,  and  even  tour  different 
sizes  ot  fiat  round  sandwich  pincushion. 
-  -  -ch.-s.  ra:r  ir.i  c:o:h  brushes,  burton- 

hooks,  comb  bases,  cheroot  and  cigar  cases,  glove 
stretchers  (including  small  size  for  child's  gloves), 
hairpin  containers,  ring  cases,  vinaigrette  containers, 
spectacle  cases  (in  two  basic  designs,  one  or"  which  can 
be  used  as  razor  case),  watch  cases  and  watch  stands. 
Trinket  holders:  Cauldrons,  cradles,  miniature  work- 
tables,  quaichs,  wheelbarrow. 

Writing  accessories:  Blotters,  calendar-holders,  ink- 
stands, letter-racks,  paper-knives,  paper-weights,  pen- 
trays,  pen-wiper,  pencil  cases  (sometimes  used  for 
needles),  pin-trays,  postcard-stands,  notebooks,  rulers, 
rulers  with  pencil  and  rubber,  writing  cases,  writing- 
paper  stands. 

Miscellaneous:  An  obstinately  unclassifiable  gaveL 

Two  points  emerge  from  this  list.  First,  that  everv- 
thing  was  useful,  except  for  ornamental  vases  as 
«farinrr  from  spill  vases.  Secondly,  that  the  range  of 
Mauchline  ware  is  roughly  similar  to  that  of  Tunbridge 
ware.  Sometimes  this  applies  to  design  also,  which  may 
or  may  not  be  due  to  a  common  origin  ot  articles  in 
general  use.  Very  tew  Mauchline  pieces  bear  the 
registration  mark  which  between  1853  and  1883  gave 
manufacturers  a  limited  copyright  of  their  designs. 

Exact  attribution  of  Mauchline  ware  to  a  manu- 
facturer is  difficult,  as  only  snuff-boxes,  cheroot  and 
agar  cases  and  tea-caddies  bear  an  imprint  (on  the  tin- 
foil). Such  stamps  are  Lttle  help  in  dating.  The  Smiths' 
stamp  bears  the  words :  'Manufacturers  to  His  Majesty'. 
His  Majesty  was  William  IV,  whose  warrant  the 
Smiths  recei\*ed  in  1832.  But  they  went  on  using  the 
stamp  into  the  high  noon  of  Victorianism.  I  have  a  box 
with  Smiths'  stamp  on  the  tinfoil  lining,  and  on  the  lid 
an  engraving  of  the  Prince  Consort's  memorial  statue 
in  Charlotte  Square,  Edinburgh. 

A  tew  pieces  issued  tor  specific  events  are  dated  -  the 
Edinburgh  Exhibition  of  1886  and  the  Glasgow  Ex- 
hibition of  1888,  and  Victoria's  two  Jubilees.  Pictures 
ot  the  first  Tay  Bridge  date  a  couple  of  boxes  to 
between  1877  and  1879.  A  two-storied  Inveraray 
Castle  antedates  the  fire  of  1877.  Inscriptions  on  books 
are  more  reliable  than  the  date  on  the  ride  page. 
Engravings  are  of  doubtful  value  in  dating.  I  have 
found  some  of  Banks's  work  originally  issued  about 
1850  in  a  guidebook  published  in  1892,  and  I  suspect 
that  a  similar  husbandly  was  practised  in  Mauchline, 
especially  once  the  Smiths  had  a  monopoly. 

The  Smiths  decline  was  a  dying  fall.  It  had  probably 
set  in  by  the  :nid-i88os,  when  according  to  a  letter  I 
picked  up  recendy  in  a  junk  shop,  'the  work'  was  very- 
dull  and  the  staunchly  Liberal  workers  were  gready 
upset  at  the  Smiths  having  gone  over  to  the  Tories. 
Public  taste  had  changed,  ready  made  clothing  was 
cutting  down  sales  of  thread  (which  was  often  sold  in 
Mauchline  boxes)  and  foreign  competition,  notably 
German,  was  eating  into  a  diminishing  market. 
Clearly,  too,  the  business  had  lost  its  elan  under  the  last 
direct  survivor  of  the  family  to  manage  it. 

I  am  constantly  surprised,  when  something  new  and 
quite  unexpected  turns  up,  not  only  at  the  ingenuity  of 
the  Smiths  but  at  the  high  quality  of  their  designs  and 


possess  the  universal  talents  of  Lord  President  Forbes. 
As  a  judge  he  was  one  of  the  first  wholly  honest  men 
who  sat  on  the  bench  in  Scotland,  as  a  statesman  he  was 
responsible  for  more  than  twenty  years  for  the 
Scottish  administration,  as  an  improver  he  was  out- 
standing as  one  of  the  Commissioners  and  Trustees  for 
Fisheries  and  Manufactures  in  Scotland,  and  as  Factor 
to  the  Argyll  estates.  Twice  he  defended  his  own  home 
from  the  attack  of  rebels,  and  yet  his  mercy  after  both 
rebellions  earned  him  the  affection  of  the  Jacobites.  His 
views  on  the  adverse  balance  of  trade  and  the  export  of 
currency  were  strikingly  modern,  and  as  a  member  of 
parliament  for  Inverness  Burgh  he  never  missed  a 
single  day  of  session,  whatever  the  demands  of  his 
family  and  practice.  But  this  achievement  was  not 
accompanied  by  any  narrowness  of  spirit.  He  and  his 
brother  owned  a  large  distillery  which  was  exempt 
from  excise  duty,  and  were  named  'the  greatest 
boozers  in  the  North'.  Forbes  was  the  friend  and  legatee 
of  Francis  Charter's,  the  notorious  rake  and  criminal, 
and  he  was  an  expert  golfrr;  when  the  links  at  Leith 
were  covered  with  snow  Be  j^nyed  upon  the  sand.  His 
predilection  for  rhubarb,  'I  cannotlive  without  it',  was 
matched  by  his  detestation  for  tea.  But  his  advocation 
of  tea  prohibition  was  unsuccessful. 

It  is  difficult  to  assess  the  effect  which  the  arrival  of 


9.  Louis  Francois 
Roubiliac. 
Monument  to  Mary, 
Duchess  of  Montagu, 

1752-53- 
Warkton  Church, 
Northamptonshire. 


this  statue  had  upon  the  appreciation  of  rococo  art  in 
Edinburgh.  There  was  no  comparable  work  in  Scot- 
land, and  no  local  sculptor  was  sufficiently  skilled  to 
follow  so  novel  an  example.  But  it  appears  that  the 
importance  of  the  work  was  early  appreciated.  Alan 
Cunningham  speaks  of  political  dissension  caused  by 
the  introduction  of  this  statue  into  Jacobite  Edinburgh. 
This  is  unlikely,  and  not  supported  by  the  Faculty 
minutes.  The  only  resolution  in  the  Faculty  which 
caused  debate  was  that  to  attend  Forbes'  funeral  in 
gowns,  and  that  may  well  be  due  to  doctrinal  scruples. 
At  a  humbler  level  the  statue  caused  a  stir  for  in  1762 
the  gownkeepcrs  in  Parliament  House  petitioned  for  a 
small  pittance  for  soap  and  trouble  'so  as  such  an 
expensive  piece  of  statuary  work  may  appear  to 
strangers  in  its  proper  view'.7  Thereafter  for  twenty 
years  £1  sterling  appears  annually  in  the  accounts  for 
cleaning  Forbes. 

The  most  common  criticism  of  the  statue  relates  to 
the  restless  appearance  of  the  robes;  animation  not 
wholly  suitable  to  the  calm  judicial  air  of  a  judge.8 
William  Bell  Scott  said  Roubiliac  was  a  man 'of  whom 
it  is  usual  now  to  speak  mirthfully,  but  whose  weak 
points  themselves  are  interesting,  and  whose  invention 
and  executive  power  are  immense'.9  But  it  is  precisely 
this  animation  which  distinguishes  the  statue. 
Roubiliac  paid  great  attention  to  the  drapery,  and  chose 
a  hard  bluish  marble  noted  for  its  suitability  in  making 
zigzag  folds.  Finally  he  polished  his  statues  to  suggest  the 
sheen  of  cloth.  It  is  recorded  that  he  carved  his  drapery 
direct  from  linen  dipped  in  starch,  and  then  left  to 
cool  and  dry.10  The  effect  in  the  statue  of  Forbes  is  of 
constant  movement,  like  running  water,  and  wherever 
the  eye  alights  there  is  some  new  and  delightful  twist 
or  turn.  Such  variety  was  wholly  appropriate  to  so 
many  sided  a  character  as  Forbes,  and  makes  a  splendid 
memorial  to  the  man  who  on  his  death,  says  his  bio- 
grapher, exchanged  'the  transitory  enjoyments  of  this 
world  for  others  of  a  more  refined  nature'. 
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Remembering 

Charles  Rennie  Mackintosh 

a  recorded  interview  with  Mrs.  Mary  Sturrock 
June  Bedford  and  Ivor  Davies 


Mrs.  Mary  Sturrock  is  the  daughter  of 
F.  H.  Newbery,  artist  and  Director  of  the  Glasgow 
School  of  Art  from  1885  to  1916.  Her  mother, 
Jessie  Newbery,  was  well  known  for  her 
embroidery.  Both  were  friends  and  patrons  of 
Charles  Rennie  Mackintosh.  But  for  Newbery's 
insistence  on  the  acceptance  of  Mackintosh's  plans 
for  the  new  Glasgow  School  of  Art,  perhaps  the 
most  original  visual  genius  Scotland  has 
produced  would  not  have  had  the  opportunity  to 
create  any  significant  large-scale  work. 

Ivor  Davies: 

Your  father  was  born  at  Bridport,  but  I  suppose  he  had 
travelled  and  seen  a  lot. 

Mrs.  Sturrock: 

He  and  Mother  did  see  a  good  deal.  They  went  as  far  as 
Greece,  and  as  far  as  Constantinople  -  on  forty  sover- 
eigns. Daddy  had  been  given  ^40  in  golden  sovereigns 
in  a  Georgian  box,  chosen  by  Mackintosh,  and  with  his 
lettering  on  the  little  silver  plaque  inside  (No.  1).  I 
remember  they  were  going  to  a  dance  that  night  but  at 
forty-eight  hours  notice  Mother  packed  last  year's 
cotton  dresses  and  they  took  the  forty  sovereigns  in 
their  hands  and  went  off  to  Marseilles  by  train. 

Ivor  Davies: 

At  Bridport,  I  was  wondering  what  the  Art  School  was 
like. 

Mrs.  Sturrock: 

I  only  know  he  was  an  assistant  art  teacher  there  and 
then  went  off  to  London  with  his  belongings  in  a 
wooden  box  -  the  kind  the  Victorians  had,  a  country 
boy.  In  London  he  taught  in  County  Council  Schools. 


1.  Georgian  horn  box 
given  to  Fra  Newbery 
with  forty  golden 
sovereigns  inside  it  as 
an  appreciation  after 
twenty-five  years  as 
head  of  the  Glasgow 
School  of  Art. 


He  was  about  thirty-five  when  he  got  the  job  as  head 
of  the  Glasgow  School  of  Art. 

June  Bedford : 

But  he  wasn't  married  then. 
Mrs.  Sturrock: 

No,  he  married  a  student.  Mother  was  a  student,  his 
student.  You  can't  imagine  anyone  marrying  his  stud- 
ent in  these  days.  But  of  course  the  old  School  of  Art 
must  have  been  a  tiny,  small  family  place.  Elsie,  my 
sister,  and  I  were  taken  down  there  when  we  could  just 
walk  and  we  played  with  the  raw  sawdust  under  the 
sinks,  where  the  students  had  cleaned  their  palettes, 
and  the  turpentine  burned  us  and  we  were  washed  and 
stripped  off  and  dusted  down.  So  I  remember  it  in 
the  same  painful  way  Cellini  remembered  the 
salamander  in  the  fire. 

June  Bedford: 

It  was  there,  of  course,  that  Mackintosh  was  a  student 
and  the  Macdonald  sisters  and  McNair. 

Mrs.  Sturrock: 

Yes,  because  later  of  course,  Mackintosh  designed  the 
new  School  of  Art,  and  for  the  opening  Margaret  Mac- 
donald, by  then  married  to  Mackintosh,  and  Mother, 
made  a  white  satin  cushion  with  a  silver  fringe,  and  I 
held  this  with  the  long  key  specially  designed  by  Mack- 
intosh and  that  opened  the  first  part  of  the  School.  It 
was  in  1897  and  I  was  four  and  somebody  said,  'Why 
did  Elsie  (who  was  older  than  me)  not  do  it',  and  I  said, 
'Elsie  was  too  shy'.  We  were  all  turned  out  into  the 
rain  and  two  people  made  speeches  when  we  were  all 
in  the  rain.  I  have  a  memory  of  black  things  at  eye  level 
-  of  course  they  were  men's  frock  coats,  not  morning 
coats,  but  frock  coats.  I  must  have  been  surrounded  by 
them.  But  the  cushion  was  very  fine.  The  thing  is  the 
Mackintoshs  were  perfectionists  and  they  couldn't 
have  an  ordinary  key.  The  door  had  a  special  plate, 
(which  has  now  been  ruined  because  the  door  was  meant 
to  be  white  with  a  black  plate)  so  you  see  to  open  that 
interesting  door  of  the  new  School  of  Art  there  had  to 
be  a  proper  key  and  that  key  had  to  be  laid  on  a  cushion, 
and  they  couldn't  have  just  bought  a  Victorian  cushion 
for  a  Mackintosh  key.  That's  the  thing  -  Mackintosh 
wasn't  all  that  fussy,  as  they  said  he  was,  but  to  get 
things  right  he  had  to  design  them.  After  all,  so  did 
Adam  -  he  even  designed  the  salt-cellars  for  Syon 
House. 

June  Bedford : 

Howarth1  says  relatives  of  your  mother's  had  a  fire- 
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place  designed  by  Mackintosh.  It  was  a  cousin,  wasn't 
it? 

Mrs.  Sturrock : 

Yes,  it  was  two  cousins  of  Mother's,  because  Mother 
(No.  6)  really  worked  hard  for  Mackintosh  trying  to 
get  people  to  get  Mackintosh  furniture,  Mackintosh 
houses,  or  fireplaces  designed  by  Mackintosh.  There 
was  one  in  Lilybank  Gardens,  and  one  in  Kingsborough 
Gardens.  I've  been  in  both  these  rooms.  The  whole 
mantelpiece  was  a  designed  unit  -  a  black  iron  fireplace 
and  lot  of  whitewash,  and  there  was  awfully  good  coal 
in  Glasgow  in  these  days;  it  burnt  beautifully.  Daddy 
was  quieter  about  helping  Mackintosh  -  Mother  was  his 
most  devoted  follower.  She  wanted  all  our  furniture 
to  be  done  by  Mackintosh  but  Daddy  wouldn't  throw 
away  his  nice  old  stuff.  Mother  was  given  -  when  she 
married  -  household  linen,  sheets,  pillowcases,  enough 
to  last  her  a  life-time  but  Grandfather  must  have 
thought  he'd  spent  too  much  on  that  because  he  fitted 
her  up  with  E.P.  cutlery.  Then  after  I  don't  know  how 
many  years  he  said,  'Jessie,  go  to  Edwards  and  buy 
yourself  a  canteen  of  silver',  and  Mother  shouted,  'Oh, 
Papa,  Papa!'  He  was  very  deaf.  'I  know  just  what  I 
want,  I'm  going  to  have  Mackintosh  silver.'  And  so  it 
was  designed  for  Mother  by  Mackintosh  and  made  in 
Edwards.  Elsie  and  I  have  halved  it. 

June  Bedford: 

When  the  new  School  of  Art  was  opened,  the  Mackin- 
toshes were  still  in  their  Main  Street  flat. 

Mrs.  Sturrock : 

Yes,  they  were  living  in  their  Main  Street  flat  then. 
They  had  the  first  white  carpet  that  I  think  anybody 
ever  had.  When  Mother  took  me  there  then  I  said  it 
was  so  'unpractical'  -  how  could  they  keep  the  carpet 
clean?  I  was  six  then.  Then  they  also  had  a  white  carpet 
in  the  house  they  arranged  for  themselves  at  South  Park 
Terrace  -  it's  been  pulled  down  by  the  University.  In 
this  house  Mackintosh  put  a  window  in  the  blank  west 
wall  -  they  were  the  last  house  in  the  terrace  -  a  low, 
long,  rectangular  window.  In  the  other  window  of  that 
room  he  dropped  a  curtain-wall  so  that  that  window 
too  was  the  right  rectangular  shape.  They  had  a  simple 
whitewash  surround  and  a  very  simple  basket  grate  and 
again  this  lovely  bright  coal  burning.  Everything  was 
arranged  just  for  them  -  a  long  fender  with  two  pads 
on  which  the  cats  could  sit  on  grey  corduroy  cushions. 
And  in  that  lovely  room  with  the  white  carpet  Margaret 
Mackintosh  put  on  white  kid  gloves  and  painted  the 
gesso  pictures  he  used  in  his  tea-rooms  and  all  his  special 
houses.  She  put  on  the  kid  gloves,  because  turpentine 
irritated  her  fine  skin.  Mackintosh  liked  everything 
square.  Howarth  doesn't  get  this  right  -  he  tells  it  as  a 
funny  story,  saying  the  workmen  thought  it  unreason- 
able. In  those  days  black  and  white  linoleum  was  always 
in  diamonds,  so  when  Mackintosh  had  it  Ik  had  it 
cut  on  the  cross  so  that  it  was  laid  in  squares  and  he  did 
this  in  Miss  Cranston's  tea-rooms  too.  Howarth  puts  it 
in  his  book  that  the  men  complained,  but  the  thing  was 
you  couldn't  possibly  have  a  diamond  shape  in  that 
house.  It  had  to  be  a  square.  When  you  went  to  the 
Mackintosh's  house  there  were  the  squares,  black  and 


2.  The  central  hanging 
light  in  the  Willow 
Tea-Room.  The 

'drips  and  dangles' 
caused  great  mirth  in 
contemporary 
Glasgow. 


white.  All  the  white  furniture  had  six  coats  of  eggshell 
enamel  and  it  lasted  literally  for  ever  -  it  was  like 
lacquer.  And  if  there  was  a  dirty  mark  that  didn't  come 
off  with  water,  Margaret  Mackintosh  sponged  it  down 
with  slightly  warm  olive  oil.  The  house  was  always  so 
pretty  and  fresh.  But  what  seems  not  to  come  across  is 
that  they  were  so  awfully  nice.  A  bright  red  glowing 
fire,  the  right  sort  of  cake,  a  nice  tea,  and  kind  hearts  - 
and  a  lot  of  fun.  They  would  pick  up  something  and 
show  you  how  funny  it  was.  A  lot  of  amusement.  We 
thought  their  house  was  lovely.  But  we  liked  Miss 
Cranston's  Tea-Rooms,  too,  which  caused  great 
laughter  in  Glasgow.  They  were  the  first  tea-rooms, 
really,  I  would  say,  in  Scotland. 

June  Bedford: 

They  set  the  tone  too.  If  you  go  into  tea-rooms  in  Perth 
or  Aberdeen  there's  still  something  of  their  atmosphere. 

Mrs.  Sturrock: 

Quite  different  from  the  Olde  Worlde  tea-rooms  of 
England.  And  Miss  Cranston's  was  cheap,  it  was  practi- 
cal. Because  a  lot  of  Glasgow  people  would  come  into 
work,  start  eating  at  eleven,  then  there  was  lunch,  then 
tea  going  on  all  afternoon,  finishing  with  High  Tea. 
I've  given  this  menu  to  Howarth  -  you  could  get  tea, 
cakes  and  toast  and  a  smoked  haddock  with  two 
poached  eggs  on  it  for  is.  6d.  And  such  friendly  waitres- 
ses. In  the  Room  dc  luxe  -  still  to  be  seen  in  Daly's 
Department  Store  -  Mackintosh  even  dressed  the  wait- 
resses -  white  dresses,  on  their  very  buxom  figures, 
with  great  big  chokers  of  pink  pearls  or  white  pearls 
which,  of  course,  became  fashionable  forty  years  later. 
It  was  a  little  bit  dearer.  It  has  such  a  beautiful  ceiling 
light -drips  of  pink  glass  (No.  2).  Nobody  knows  what 
happened  to  that  light.  It  was  absolutely  perfectly  beauti- 
ful. But  the  Willow  Tea-Room  was  regarded  in  its  day 
as  being  so  extreme  -  a  subject  for  great  mirth.  In  the 
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3.  Mackintosh 
insisted  on  having  li is 
own  flower 
arrangement  in  his 
room  in  the  Turin 
Exhibition  in  1902. 


evening  paper,  Neil  Munro  did  articles  about  a  charac- 
ter called  'Duffy'  and  Duffy  goes  round  the  room  say- 
ing "What  are  all  those  drips  and  dangles'  and  is  told, 
'Airt,  that's  Airt'.  Of  course,  Mackintosh  did  a  lot  for 
Miss  Cranston's  house  at  'Nitshill'  which  was  all 
knocked  down.  She  was  really  amusing  herself  by 
starting  the  tea-rooms.  She  was  a  wealthy  woman;  a 
real  patron  and  friend  of  Mackintosh's.  She  used  to  go 
in  and  arrange  the  flowers  in  the  tea-rooms,  which  was 
putting  two  or  three  red  camellias  with  lovely  glossy 
green  leaves  in  tiny  willow-pattern  soup  plates.  She  did 
it  beautifully.  Mackintosh  left  her  to  that,  but  he  had  to 
have  the  flowers  right.  Daddy's  story  about  the  Turin 
Exhibition  bears  that  out.  He  and  Mackintosh  went  to 
Turin  and  arranged  the  special  exhibition  for  the  Glas- 
gow School  of  Art. 

June  Bedford: 

That  was  in  1902  and  your  father  was  a  special  delegate 
wasn't  he? 

Mrs.  Sturrock : 

Yes,  he'd  been  invited  specially  for  the  Glasgow  School 
of  Art  and  he  and  Mackintosh  went  and  arranged  their 
bit  inside  the  other  pavilion,  and  when  it  was  finished 
Daddy  said,  'Now,  order  some  flowers',  then  Mackin- 
tosh leapt  in  the  air  and  nearly  tore  him  to  pieces.  'No 
flowers  in  my  room  but  my  flowers.'  So  Daddy  took 
him  into  the  country  and  they  picked  a  twig  here  and  a 
trailer  there  and  he  made  it  up  into  what  he  wanted. 
He  made  funny  balls  (No.  3).  But  Margaret  Mac- 
donald's  flower  arrangements  were  so  subtle-I've  often 
thought  about  them.  I  can't  do  flowers  the  way  she  did. 
Just  two  or  three  flowers,  but  I  remember  the  effects  so 
well.  In  those  days  you  just  bought  six  red  tulips  and 
put  them  in  a  copper  jar  and  that  was  flowers.  But 
mother  used  to  put  perhaps  a  dozen  tulips  into  a  piece 
of  green  Zandam  pottery,  because  we  brought  back 
pottery  piece  by  piece  from  abroad  -  you  couldn't 
buy  pottery  in  Glasgow,  peasant  pottery. 


June  Bedford: 

I  asked  you  about  pottery  before.  It's  interesting  that 
nobody  in  that  circle  was  doing  pottery.  You  yourself 
are,  of  course,  a  potter.  What  a  pity  you  weren't 
working  then. 

Mrs.  Sturrock : 

No,  there  were  some  things  that  weren't  taught  at  the  : 
School.  I'd  have  been  lucky  if  I'd  been  doing  it  then.  I 
could  have  thrown  things  to  Mackintosh's  designs.  But 
it  just  didn't  exist. 

June  Bedjord :  1 
Your  father  might  well  have  introduced  that.  I  wonder 
what  influences  had  worked  on  him  as  a  young  man  in 
the  South. 

Mrs.  Sturrock: 

He  was  certainly  influenced  by  Morris.  He  wasn't 
working  in  Victorian  thought  at  all  because  he  wcl-  1 
corned  Mackintosh.  He  must  have  been  very  familiar 
with  Voysey  and  the  English  Arts  &  Crafts  movement. 
But  the  only  thing  is  people  say  he  was  so  keen  on  Art 
Nouveau.  My  parents  didn't  like  Art  Nouveau  and 
Mackintosh  didn't  like  Art  Nouveau.  He  fought  against 
it  with  these  straight  lines  against  these  things  you  can 
see  yourself  are  like  melted  margarine  or  slightly  deli- 
quescent lard.  Of  course  France  was  the  worst.  I  sent 
two  pieces  of  Mackintosh  jewellery  to  'les  Sources 1 
d'Art  Moderne'  Exhibition  in  Paris  in  1963,  and  was  j 
invited  to  the  opening.  They  had  a  splendid  room  I 
arranged  by  the  Victoria  and  Albert  Museum.  They 
really  had  some  very  good  Mackintosh  stuff  there, , 
beautifully  arranged,  and  then  you  went  from  that  I 
room  into  the  French  Arts  and  Crafts  room,  which  was 
oh,  just  appallingly  bad.  Glass  and  furniture,  and  metal- 
work  and  carpets.  It  couldn't  have  been  worse.  And 
then  you  went  on  to  the  most  splendid  French  painting 
and  good  sculpture  too. 

June  Bedford : 

But  isn't  it  just  because  you  don't  like  Art  Nouveau 
that  you  felt  like  that  about  the  French  exhibits? 

Mrs.  Sturrock: 

You  couldn't  have  liked  it.  I  felt  that  Morris  had  cleared , 
the  decks  for  Voysey  and  Baillie  Scott  in  England  but 
the  French  had  had  nobody  to  clear  the  decks.  They 
were  left  with  the  remains  of  'Empire'  and  -  oh,  it  was 
bad.  The  painting  was  good,  the  sculpture  was  good 
but  they  evidently  weren't  good  at  the  applied  arts. 
The  lamps  were  melting,  the  glass  was  melting;  well 
you  know  the  Metro  signs,  they  even  had  them  there, 
absolutely  deliquescent. 

June  Bedjord: 

It's  very  interesting  that  you  say  that  none  of  you  liked 
French  Art  Nouveau.  I  suppose  it  did  come  to  a  dead 
end  whereas  Mackintosh  was  pointing  the  way  ahead, 
but  I  still  think  the  Metro  signs  are  stunning. 

Mrs.  Sturrock : 

Mother  did  think  that  Mackintosh  and  Margaret  had 
been  influenced  by  a  man  called  Schwabe,  who  did  the 
illustrations  to  a  Zola  novel  about  a  little  French  em- 
broidress,  Le  Rive.  Jessie  King  did  a  beautiful  green 
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morocco  binding  and  die  title  pages  and  he  did  beauti- 
ful illustrations.  I  think  I've  given  the  book  to  Howarth 
and  of  course  all  the  things  I've  given  him  have  gone  to 
Canada,  but  he's  perhaps  saved  them  from  being  lost 
and  he'll  keep  them  together. 

Ivor  Davies: 

Did  Mackintosh  have  any  connections  with  French 
artists? 

Mrs.  Sturrock : 

The  only  people  he  knew  were  some  Viennese  people  - 
they  used  to  come  and  see  him  in  Glasgow  -  and  some 
Belgian  people.  People  like  Wimmer  (I  don't  know 
about  Hoffman)  came  to  Glasgow  and  some  rather 
dashing  Belgians  came  because  Mother  said  once  she 
took  a  Belgian  to  Mackintosh.  She  spoke  bad  French 
and  he  didn't  speak  English  at  all.  Mackintosh  was  in  a 
bad  mood  and  she  had  to  translate  to  a  Belgian  who 
wasn't  offering  any  money  for  the  reproductions  of 
photographs  of  his  work,  the  replies  of  a  very  cross 
Mackintosh.  Mother  had  to  make  them  into  sweet 
nothings  in  French  and  the  man  kept  looking  across  at 
Mackintosh  and  then  to  Mother,  and  not  believing  her. 
Glasgow  was  connected  with  Belgium  because  two 
Belgians  taught  at  the  School  of  Art  -  Jean  Delville  and 
a  man  called  Artot.  In  fact,  there's  just  been  a  book 
brought  out  about  Delville  -  a  theosophist  and  a  great 
friend  of  Annie  Besant. 

Ivor  Davies: 

In  Germany,  of  course,  the  magazine  Die  Jiigend  spread 
Mackintosh's  name. 

Mrs.  Sturrock : 

There  was  a  German  called  Muthcsius  who  was  an 
architect,  and  an  inspector  of  Art  Schools.  He  was  on 
the  German  Embassy  staff  for  seven  years  and  lived  in 
London,  and  wrote  a  book  on  English  Domestic 
Architecture,  not  big  houses,  little  houses.  Certainly 
Mackintosh  and  the  Muthesius  family  were  friends.  He 
was  quite  a  swell,  and  built  a  darling  house  outside 
Berlin  which  was  a  mixture  of  Biedermeier  and  Mack- 
intosh. My  sister  was  there  for  a  while  and  she  said  it 
was  absolutely  sweet.  Daddy  had  painted  Frau  Muthe- 
sius and  this  was  on  a  cover  of  Die  Jugend,  which  I 
found  among  our  papers  and  gave  to  McLaren  Young. 
The  portrait  itself  is  in  the  house  near  Berlin.  Certainly 
Muthesius  would  have  taken  Mackintosh  ideas  to 
Germany.  I  know  they  had  some  pieces  of  Mother's 
embroidery. 

June  Bedford : 

And  wasn't  Koch's  article  in  Dekorative  Kunst  one  of 
the  first  to  show  Mackintosh's  work? 

Mrs.  Sturrock: 

Koch  was  a  publisher  in  Darmstadt  and  a  great  intro- 
ducer of  Mackintosh.  He  published  Mackintosh's  de- 
signs for  the  'Art  L  ov  's  House'  competition.  In  fact 
after  the  war  was  over  <-he  man  who  built  the  extension 
to  the  British  Museum,  Sir  J  mies  Burnet,  a  man  of 
great  power  in  the  architectural  w  orld,  who  had  been 
very  against  Mackintosh,  couldn't  bear  Mackintosh  - 
he  copied  him.  He  took  great  chunks  of  the  Art  Lover's 
House  and  made  very  pretty  houses  using  the  external 


detail.  Mother  often  told  the  story  too  about  the  greet- 
ings sent  to  Mackintosh  by  a  big  gathering  of  architects 
in  Brcslau  about  1910  or  so  'To  our  master,  Charles 
Rennic  Mackintosh,  the  greatest  since  the  Gothic'! 
That  was  very  touching.  I'm  sure  it  was  perfectly  true. 
That's  why  it  was  so  sad  he  was  not  given  work  at 
home. 

June  Bedford: 

You  said  once  you  thought  he  never  got  another  chance 
after  people  actually  saw  the  School  of  Art. 

Mrs.  Sturrock : 

That's  a  theory  of  mine.  Once  people  could  see  the  real 
thing,  they  couldn't  take  it.  Daddy  was  asked  which 
plans  he  would  like  and  he  chose  Mackintosh's.  And 
then  the  second  bit  of  the  School  had  to  be  built  by  the 
same  person. 

June  Bedford: 

You  think  people  realized  how  revolutionary  the  build- 
ing was  once  they  had  seen  it. 

Mrs.  Sturrock : 

Yes,  they  did.  It  was  the  same  with  the  Mackintosh 
silver.  When  mother  used  it  at  dinner  parties  it's 
difficult  to  believe  how  excited  people  got  about  it  and 
how  they  reacted  against  it. 

June  Bedford : 

You  think  it  was  the  new  visual  ideas  they  were  react- 
ing against  or  was  it  Mackintosh  himself  that  aroused 
such  passions? 

Mrs.  Sturrock: 

It  was  his  ideas  and  his  work.  I  knew  architecture  stu- 
dents who  thought  he  was  a  god.  He  was  a  marvellous 
teacher  and  really  understood  materials.  He  knew  how 
to  cut  wood.  Murray  Grigor,  who  went  to  a  lot  of 
trouble  finding  things  out  for  his  film,  found  an  old 
man  who  had  worked  with  Mackintosh  on  his  first 
house,  and  Mackintosh  had  shown  this  old  man  how  to 
cut  wood  with  an  adze.  Anything  he  did  in  metal,  the 
metal  wasn't  maltreated.  If  you  beat  silver  one  way  it  is 
supple,  then  you  mustn't  beat  it  on  the  other  side.  I 
think  the  best  things  he  did  were  his  wrought  iron 
pieces.  Just  a  few  things  -  the  bird  on  top  of  the  School 
of  Art,  the  bell  in  the  School  of  Art  and  one  or  two 
lights  in  Hill  House  seem  to  me  to  be  quite  outstanding. 
Mackintosh  was  very  interested  in  the  old  Scottish 
simple  ways  with  whitewash  and  cutting  wood  with 
an  adze  and  not  mangling  metals. 

June  Bedford : 

It  had  been  a  long  time  since  Adam  had  designed,  as  you 
said,  everything  from  salt  cellars  to  the  building  itself. 
People  got  irritated  by  his  perfectionism,  didn't  they? 

Mrs.  Sturrock : 

In  Hill  House,  he  designed  everything.  You  should 
have  a  good  look  at  Hill  House,  how  beautifully  it  is 
detailed.  I  think  he  put  an  awful  lot  of  thou  it  into  it. 
He  put  all  his  thoughts  into  it.  There's  a  long  window- 
seat.  It  has  racks  at  each  end  where  you  put  magazines, 
but  the  way  the  wood  was  worked  on  the  angle  and 
softened  -  everything  like  that  -  was  the  result  of  a 
terrible  lot  of  thought.  Then  of  course  a  lot  of  thought 
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has  been  thrown  away.  I  already  mentioned  the  door 
plates  -  and  Bliss  has  painted  the  big  uprights  in  the  hall 
ot  die  School  ot  Art  a  sort  ofvarnishy  brown.  They  were 
meant  to  be  stained  black,  with  the  wood  warming 
underneath.  (The  way  it  is  in  his  furniture,  too,  he  either 
stained  wood  dark  or  lacquered  it  a  beautiful  white.) 
You  don't  see  these  uprights  in  the  hall  properly  unless 
they  are  black  against  white.  But  in  Hill  House  he 
thought  ot  every  detail.  Margaret  Macdonald  did 
beautiful  embroideries  for  Hill  House.  I  think  for  the 
lampshades  and  for  a  bit  over  the  back  of  the  sofa.  I 
remember  going  there  as  a  girl  and  there  were  still 
Margaret  Macdonald  embroideries  on  the  sofa.  There 
again  it  wasn't  because  they  were  fussy  but  because  it 
just  had  to  be  like  that  or  it  wasn't  any  good.  The  house 
is  finished  properly. 

June  Bedford: 

He  did  accept  her  paintings  and  her  embroideries  in  his 
house,  then. 

Mrs.  Sturrock: 

Yes,  but  Howarth  had  the  idea  that  when  the  Mackin- 
toshs  were  away  together  and  he  drew  flowers  and  sent 
postcards  and  signed  the  'C.R.M.  and  M.M.M.'  that  he 
had  done  the  drawing  and  she  had  done  the  painting. 
But  if  you  knew  Mackintosh  you'd  know  he  couldn't 
allow  anyone  to  touch  his  work.  Because  that's  the 
most  savage  Mackintosh  that  was. 

fune  Bedford: 

Why  did  he  put  both  signatures? 
Mrs.  Sturrock: 

Because  she  was  with  him.  If  she  wasn't  with  him  he 
didn't  put  anything.  And  Howarth  also  said  to  me  that 
the  junior  partner  of  the  firm  of  architects  must  have 
had  other  people  working  on  the  designs  of  the  School 
of  Art.  I  said,  but  you  didn't  know  Mackintosh.  If  any- 
one else  touched  his  work  he'd  have  literally  torn  them 
apart.  While  he  was  away  once  while  the  school  was 
being  built  Keppie,  who  was  the  head  of  the  firm, 
arranged  for  a  cornice  to  be  put  at  the  top,  just  above 
the  stairs.  Mackintosh  didn't  like  cornices,  he  liked  the 
walls  to  reach  the  ceiling,  and  when  he  came  back  he 
bounced  with  anger  and  fury  and  passion  and  he  had  it 
all  cut  out  -  put  the  workmen  on  to  cutting  it  out.  And 
there  is  still  no  cornice. 

June  Bedford: 
But  of  course. 

Mrs.  Sturrock : 

Yes,  of  course,  but  Howarth  thought  that  Mackintosh 
was  an  ordinary  junior  partner.  He  wasn't  an  ordinary 
junior  partner.  The  curious  thing  is  that  Keppie  and 
Co.  arc  still  looking  after  the  School  and  it  is  they  who 
have  built  the  Newbcry  Tower.  Keppie  is  dead,  but  it's 
the  same  firm  that  built  the  School  of  Art  of  those  years 
ago  in  1 897  that  is  now  doing  the  extension. 

June  Bedford: 

It  seems  to  me  very  right  and  proper  the  new  extension 
to  the  Glasgow  School  of  Art  should  be  called  the 
Ncwbery  Tower  after  your  father  (No.  4).  Howarth 
says  'Mackintosh's  theme-song  "Design  for  living  men 


by  living  men"  was  echoed  and  re-echoed  by  Newbcry 
and  gave  "the  Four"  courage  to  break  with  conven- 
tion.' 

Mrs.  Sturrock: 

Oh,  yes,  Daddy  recognised  they  had  something  really 
special.  He  recognised  that  Mackintosh  was  exceptional 
and  went  to  a  lot  of  trouble  to  help  him,  and  he 
wouldn't  have  got  the  School  if  it  hadn't  been  for 
Daddy.  If  he  hadn't  got  the  school  he  mightn't  have  got 
anything  big  at  all.  If  he'd  got  six  buildings  you  could 
have  seen  what  he  was  like.  And  if  he'd  been  given  the 
chance  to  build  more  they  mightn't  have  been  so 
offensive  to  people. 

June  Bedford : 

Howarth  says:  'His  Scottish  contemporaries  were  com- 
pletely oblivious  to  the  deeper  implications  of  his  work 
and  he  had  no  following  in  Glasgow  whatsoever.' 

Mrs.  Sturrock : 

Just  a  few  shop  fronts  did  Mackintosh  printing  and  a 
rose.  He  was  too  far  ahead  of  his  time. 

June  Bedford : 

But  the  Glasgow  School  of  Art  Exhibit  at  Turin  was 
really  the  star  piece.  I  would  say  at  that  time  they  were 
probably  the  most  exciting  avant-garde  designs  in 
Europe.  Don't  you  think  it  sad  that  it  didn't  lead  any- 
where in  Scotland? 

Mrs.  Sturrock: 

Yes,  but  it  did,  a  little,  abroad. 
June  Bedford : 

More  than  a  little.  Howarth  has  a  most  interesting 
chapter,  'Mackintosh  in  Europe'.  But  we  certainly 
missed  the  bus  in  Scotland. 


4.  Francis  Ncwbery, 
artist  and  head  of  the 
Glasgow  School  of 
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Mrs.  Sturrock: 

I  remember  in  June  1914,  just  before  the  war,  being 
shown  round  a  little  colony  of  houses  that  Hoffmann 
had  done  in  Vienna,  but  it  was  Wimmcr  who  showed 
us  round.  Only  one  was  done  up  with  Wienerwerk- 
stattc  furniture  and  textiles  and  the  young  woman  was 
dressed  in  a  lovely  long  dress  of  Wicnerwerkstattc 
print.  But  Hoffman  had  turned  entirely  Biedermeierish. 
He  said  'of  course  I  was  influenced  by  Mackintosh 
when  I  was  younger,  but  that  was  many  years  ago'. 
Then  when  I  went  to  a  lecture  a  few  years  ago  when 
there  was  an  exhibition  at  the  Victoria  and  Albert 
Museum  I  wondered  if  the  photographs  they  were 
showing  were  old  ones  because  the  Viennese  stuff  all 
seemed  to  be  in  such  beautiful  condition.  What 
interested  me  was  that  what  was  done  in  Vienna  at  that 
time  was  still  being  cherished.  The  Cabbage  Dome,  the 
Bank,  the  Old  People's  Home,  Hoffmann  furniture,  all 
of  which,  the  lecturer,  an  Austrian,  said  could  not  have 
been  done  without  Mackintosh's  influence.  And  they 
were  all  in  use.  Whereas  in  Glasgow  the  Mackintosh 
stuff  is  in  a  terrible  state.  One  of  Mackintosh's  prettiest 
buildings  is  the  Scotland  Street  School.  Well,  all  round 
about  it  has  been  pulled  down  and  a  motorway  goes 
past  it. 

June  Bedford : 

But  when  we  saw  it  a  few  years  ago  it  was  in  use  as  a 
school. 

Mrs.  Sturrock : 

They've  pulled  all  the  houses  down  so  there  are  no 
children  left  to  go  to  the  school.  Somebody  said  they 
might  be  going  to  make  it  into  an  information  centre 
for  tourists  off  to  the  Highlands. 

June  Bedjord : 

I  remember  admiring  the  staircases,  when  we  went 
there  together. 

Mrs.  Sturrock : 

Yes,  two  staircases  that  bulge  out  a  bit,  almost  circular 
in  e;lass.  But  they  are  as  good  as  anything  that  you 
could  ever  see.  It's  a  very  early  date,  that  school.  Then 
also  the  Queens  Road  Church  has  now  got  a  motorway 
on  one  side  and  an  ordinary  road  on  the  other  side.  And 
then,  of  course,  they've  pulled  down  the  building  in 
Ingram  Street.  And  they  finally  pulled  down  the  tea- 
room, which  the  Corporation  was  forced  to  buy  and 
never  wanted.  This  is  one  way  of  dealing  with  a  matter 
like  this  -  if  you  don't  look  after  the  building,  the 
problem  gets  answered  by  lapse  of  time. 

■  Ivor  Dauies: 

Do  you  think  the  bourgeoisie  of  places  like  Vienna  and 
Munich  had  a  tradition  of  intellect  and  appreciation  but 
the  bourgeoisie  of  Glasgow  were  more  people  who 
made  their  money  in  industry? 

June  Bedford : 

Glasgow  has  had  a  tradition  of  buying  paintings  and 
supporting  artists. 

Mrs.  Sturrock : 

1  Yes,  the  rich  businessmen  and  dentists  and  doctors  had 
1  splendid  collections  in  their  dining  rooms,  first-class 


furniture.  Mackintosh  did  a  house  at  Kilmalcolm  for  a 
man  called  Davidson,  who  had  built  up  a  splendid 
collection  of  pictures.  He  was  a  Glasgow  merchant. 

June  Bedjord : 

What  about  the  social  life  around  the  School  of  Art? 
Mrs.  Sturrock : 

Daddy  painted  us  on  Sundays  and  there  were  parties  in 
that  open  hall  bit.  Mother  always  bought  rather  good 
peppermint  creams;  not  the  chocolate  covered  ones  you 
got  later  on  and  we  were  dressed  up  and  brought  in  and 
ate  peppermint  creams.  But  it  was  such  a  social  centre. 
Because  all  the  actors  used  to  come  to  Daddy  and  he 
put  their  notices  up  in  the  School  of  Art  and  then  they 
gave  him  a  box  for  the  theatre.  And  at  one  time  Daddy 
arranged  very  good  lectures  there  -  a  sort  of  course  of 
civilization.  I  remember  Walter  Raleigh's  lecture.  I  still 
think  it  was  the  best  lecture  I  ever  heard.  You  were  left 
breathless,  with  rosy  cheeks.  It  was  all  very  lively  and 
so  was  life  in  Glasgow.  Now  what's  happened  is  that 
all  the  rich  people  have  gone  away.  I  remember  Mrs. 
Cargill,  that's  Burmah  Oil,  in  a  chinchilla  coat  arriving 
at  the  St.  Andrew's  Hall  and  sitting  right  at  the  back 
almost  behind  the  clock  and  being  saluted  in  the  most 
dignified  way  by  the  rather  exciting  Russian  conductor 
Milnarski.  Well,  do  you  think  that  sort  of  thing  happens 
now?  The  people  who  own  Burmah  Oil  probably  live 
in  the  Bahamas  now,  I  imagine.  They  certainly  don't 
live  in  Glasgow.  You  need  rich  people  -  as  a  sort  of 
yeast,  people  spending  money,  buying  pictures,  getting 
houses  built  -  but  of  course  they  didn't  get  houses  built 
by  Mackintosh,  as  one  might  have  hoped. 

June  Bedford: 

But  there  was  quite  a  congenial  group  of  friends  then 
around  your  parents  and  Mackintosh. 

Mrs.  Sturrock: 

He  had  a  lot  of  enemies,  a  lot  of  non-interest  and  a  lot 
of  hostility,  but  he  had  a  small  circle  of  very  good 
friends,  some  were  old  student  friends.  Mother  and 
Daddy  were  older,  of  course.  And  they  also  used  to  go 
and  stay  in  places  in  England.  There  was  Lady  Alice 
Egerton  in  London,  who  bought  pictures  from  them 
and  befriended  them  and  they  stayed  at  Bridgewater 
House  a  bit.  And  there  was  Chapman-Huston  who  has 
written  about  them.  One  or  two  university  people  too 
-  not  many  -  well,  if  you  think  how  stuffy  university 
people  are.  I  think  Glasgow  was  rather  medical  and  rather 
churchy.  But  they  had  some  very  good  friends. 

June  Bedford: 

Your  mother  had  taught  the  Macdonalds  embroidery, 
hadn't  she? 

Mrs.  Sturrock: 

Yes,  she  taught  them.  They  lived  at  Bowling  then.  I 
think  Mackintosh  did  a  beautiful  mantelpiece  there, 
but  I  believe  it's  been  damaged  or  taken  away.  It's  the 
house  with  the  monument  to  the  'Comet',  the  first 
Clyde  steamer.  There's  an  obelisk  on  the  rock  beside 
the  house.  But  now  it's  all  surrounded  by  white 
thimbles  or  mushrooms,  somebody's  oil  works,  and 
it's  completely  embedded  in  it,  this  darling  old  house. 
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>.  Embroidered  dress 
by  Jessie  Newbery. 
Learning  embroidery 
at  her  art  sehool 
classes  was  popular 
ss  ith  'happy  women 
with  two  servants  in 
the  kitchen  and 
nothing  at  all  to  do'. 


6.  Jessie  Newbery 
was  Mackintosh's 
most  devoted 
follower.  She  had 
Mackintosh  design 
silver  tor  her  which 
upset  her  dinner 
guests,  just  as  his 
buildings  upset 
practically  everybody 
in  ( ilasgow. 


June  Bedford: 

You  tola  me  Mrs.  Swain  is  writing  an  article  on  Ann 
McBeth's  embroidery  and  your  mother's  (No.  5).  Her 
originality  comes  through  so  strongly  in  everything 
you  say,  and  you  told  me  about  her  having  to  make  her 
own  clothes  to  get  what  she  wanted. 

Mrs.  Sttirrock: 

I'oor  mother  had  to  look  and  look  for  clothes  for  her- 


self, make  clothes,  because  she  couldn't  get  what  she 
wanted.  Her  clothes  where  terrific,  all  her  clothes  were 
most  exceptional,  unconventional.  She  liked  peasant 
costume,  got  lovely  stuffs  from  Liberty  and  made  them 
herself.  She'd  have  loved  today's  styles  and  the  free- 
dom people  have  to  wear  what  they  like.  Jessie  King 
dressed  exceptionally  too.  Mackintosh  had  hairy  tweed 
suits  when  everyone  else  was  wearing  blue  serge.  Mar- 
garet Macdonald  made  evening  clothes  for  herself  but 
she  also  had  beautiful  clothes  from  Grieve  and  added 
braid  and  beads  and  embroidery.  Father  had  good 
clothes  made  by  Forsyth  but  had  a  hat  copied  from  a 
Georgian  hat  made  of  black  felt  -  a  high  crown  with  a 
band  of  woven  stuff.  He  had  that  made  by  the  best 
Glasgow  firm  -  Kemp.  My  sister  and  I  had  hats  copied 
from  Laurence  Housman's  illustrations  in  children's 
books  -  rather  shallow.  Anybody  can  be  different 
nowadays  but  you  can't  imagine  how  distinctive  this 
was  in  those  days  and  how  outrageous  to  ordinary 
Glasgow  citizens. 

June  Bedford: 

You've  certainly  made  me  realise  just  how  difficult  it 
was  to  break  out  of  the  Victorian  stranglehold  of  dia- 
mond-shaped linoleum  and  cornices  and  limited 
fashions.  Mackintosh  had  to  design  his  own  things  and 
your  mother  had  to  make  her  own  clothes.  But  wasn't 
it  partly  because  of  their  clothes  that  the  Mackintoshs 
were  taken  for  spies  at  Walbcrswick? 

Mrs.  Sttirrock : 

That's  a  true  story  -  a  very  strange  story. 
June  Bedford: 

They  went  to  Walbcrswick  in  Suffolk  because  your 
family  had  a  house  there. 

Mrs.  Sturrock : 

Oh  yes.  They  had  drawn  stumps  and  left  Glasgow.  He 
had  really  lost  heart.  He  had  done  designs  for  the 
'Dough  School',  the  College  of  Domestic  Science.  He 
didn't  get  them  accepted  although  an  architect  said  to 
me  that  they  were  outstanding  -  better  than  any  of  the 
others.  Mackintosh  said  they  wouldn't  take  his  designs 
because  the  wash  basins  were  the  wrong  side  of  the 
corridor.  I  think  when  Mackintosh  didn't  get  that  job, 
he  decided  he'd  get  nothing  more  in  Glasgow.  He  got 
a  letter  from  Viennese  architects  saying  'come  to 
Vienna  and  we  will  give  you  work'.  They  drew 
stumps,  they  left  the  house,  they  left  the  furniture,  but 
came  and  settled  in  the  house  next  door  to  us  in  Wal- 
berswick.  They  had  a  studio  down  beside  the  river 
next  door  to  Daddy's  and  Mackintosh  started  doing 
water-colours.  I  remember  discussing  David  Cox  water 
colour  paper  with  him.  And  they  stayed  there,  doing 
the  decorations  for  Miss  Cranston's  last  tea-room  -  it 
was  called  'The  Bunk-Hole'  because  it  was  downstairs. 
Mackintosh  said  to  me  -  come  and  see  Margaret's 
painting  of  the  little  Hills  and  I  thought  Margaret  must 
be  doing  children's  portraits  but  it  was  a  long  decora- 
tive frieze  for  'The  Bunk-Hole' :  'The  little  Hills  will 
jump  for  joy  and  the  valleys  will  be  filled  with  corn  . 
And  she  was  drawing  a  row  of  fat  little  babies  in  a  field 
of  corn,  above  that  a  row  of  poppies  and  above  that  a 
row  of  butterflies. 
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June  Bedford: 

You  had  had  a  house  there  for  some  time  and  went 
there  every  summer. 

Mrs.  Stnrrock : 

For  twenty  years.  In  1914,  the  year  the  Mackintoshs 
came,  by  the  time  we  went  away  all  the  other  artists  and 
summer  visitors  had  left.  We  stayed  longer  that  year 
till  the  end  of  September  because  Mother  thought  the 
country  was  good  for  us  -  we  were  always  getting 
colds  in  Glasgow.  But  the  Mackintoshs  stayed  on  and 
went  on  working  in  their  studio.  But  when  the  light 
went,  about  three  or  four  in  the  afternoon,  they 
knocked  off  working  and  went  for  a  walk;  Mackin- 
tosh wore  a  big  Inverness  cloak  and  a  deerstalker  cap, 
just  like  Sherlock  Holmes.  He  was  rather  dark  and 
smoked  a  pipe,  and  he  had  a  foreign  accent. 

June  Bed /ord: 

Of  course,  he  had  a  Scottish  accent. 
Mrs.  Stnrrock : 

Yes;  and  one  afternoon  they  came  back  from  their 
walk  and  found  a  soldier  with  a  fixed  bayonet  standing 
at  their  door.  And  they  went  through  all  their  papers 
and  they  found  that  letter. 

June  Bedford : 
What  letter? 

Mrs.  Stnrrock : 

The  letter  from  Vienna  offering  him  work,  and  Mack- 
intosh was  told:  you  must  not  work  in  Norfolk, 
Suffolk  and  Cambridgeshire,  perhaps  other  counties. 
He  was  deeply  wounded  and  wanted  to  take  his  case  to 
the  House  of  Lords,  to  clear  his  name.  But  Daddy 
advised  him  not  to  -  said  it  would  cost  a  terrible  lot  of 
money  even  if  he  won.  So  the  Mackintoshs  moved  to 
London. 

June  Bedford : 

This  was  the  same  spy-mania  that  D.  H.  Lawrence 
suffered  from. 

Mrs.  Stnrrock: 

Again  a  quiet  house  and  strangers.  You  see  instead  of 
staying  outdoors  in  the  sun,  or  bathing,  they  were  in- 
doors painting  during  daylight  and  went  out  when  it 
was  dark.  All  the  artists  did  it  -  Mother  and  Daddy  did 
it,  but  it  was  summer  and  the  evenings  were  light  and 
we  went  out  then.  Anyway  we  were  quite  accepted. 
But  it  was  that  experience  that  sent  them  to  London. 
They  lived  in  Chelsea.  I  remember  they  went  every 
night  to  eat  at  a  little  restaurant  called  The  Blue 
Cockatoo.  I  was  once  there  in  war-time  and  given 
really  nice  China  tea,  Dr.  Andrew  Wilson's  tea,  which 
had  been  mixed  specially  for  Queen  Victoria's  delicate 
digestion.  And  they  lived  in  London  for  three  or  four 
years  and  then  went  off  to  France.  Because  they  had 
very  very  little  money. 

June  Bedford : 

What  sort  of  things  was  he  painting  then? 
Mrs.  Stnrrock: 

They  stayed  in  Worth  Maltravers  and  Mackintosh  did 
a  beautiful  water-colour  of  that  stepped  hill  there  -  a 


very  pretty  place  and  of  course  he  was  doing  flowers. 
He  told  me  he  started  drawing  flowers  when  he  was 
eighteen  but  he  lost  his  first  two  or  three  books.  There 
were  two  occasions  at  least  when  I  could  have  asked  for 
one  of  his  flower  paintings,  and  just  didn't  like  to, 
because  he  had  a  great  pile  of  them.  They'd  had  a 
holiday  in  Arundel  and  he  had  pages  and  pages  of 
drawings  of  Arundel.  He  drew  the  whole  village.  On 
another  page  he'd  drawn  a  curious  pattern  of  outlines 
and  Mackintosh  said  they  were  the  outlines  of  grave- 
stones but  he'd  put  them  all  together  on  one  sheet  -  an 
unbelicvcablc  pattern  of  lines.  There  is  a  church  there 
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7.  and  8.  'A  very  nice 
letter'  that 

Mackintosh  wrote  to 
Francis  Ncwbcry 
telling  about  the 
churches  he  visited  in 
France  while  they 
were  living  in 
l\»-t  Vendrcs. 
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.  ..  rully  good  gravestones.  Mackintosh  was 
interested  in  churches.  I've  got  a  very  nice  letter  that 
Mackintosh  wrote  to  Daddy  telling  about  the  churches 
he  visited  in  France  (No.  7).  They  went  off  to  Port 
Vcndres,  ot  course,  and  lived  there  till  he  took  ill.  It's 
just  the  last  bit  ot  France  before  you  go  over  the 
Pyrenees. 

June  Bedford : 
Near  Collioure. 

Mrs.  Sturrock: 

Next  door  to  Collioure.  It's  where  the  olive  oil  and 
wine  come  in  troni  Algeria.  Huge  big  steamers  coming 
into  that  little  quay.  But  it  must  be  deep  water.  He  did 
some  beautiful  work  there.  He  lived  there  till  he  came 
back  to  London  with  this  growth  on  his  tongue  which 
he  hadn't  owned  up  to.  Mother  met  them  and  it  was 
Mother  who  finally  got  him  to  see  a  cancer  specialist 
and  somehow  it  was  Mother  who  had  to  interview  the 
specialist  because  there  was  a  question  of  money. 
Mother  found  he  was  married  to  a  Paisley  girl  and  she 
told  him  all  about  Mackintosh  and  he  said  why  did  he 
not  tell  me  this.  So  mother  said  'he  was  too  proud'.  So 
he  was  put  in  this  man's  hospital  and  when  the  students 
came  round  to  do  a  drawing  of  the  tumour  on  his 
tongue  he  sat  up  and  said  'you're  not  constructing  it 
properly'  and  showed  them  how  to  draw  it.  That's  the 
real  person.  He  couldn't  have  them  not  drawing  it 
properly.  But  before  that,  when  he  was  still  at  Port 
Vendres,  he  wrote  to  Daddy  and  described  the  churches. 
He  points  out  with  his  appreciation  of  detail  and  the 
way  diings  are  done  that  the  one  at  Prades  has  a  reredos 
that  is  not  just  gilded  but  covered  with  gold  from 
South  America.  This  is  Spanish  gold  from  South 
America,  because  it  is  Catalonia.  I  went  and  looked  at  a 
lot  of  the  churches  he  mentioned  in  that  letter  and  I 
saw  the  one  with  the  thick  gold  at  Prades.  They  were 
all  good  churches.  I  think  Mother  and  Daddy  had  been 
there  to  sec  them.  They  used  to  move  up  to  Ceret  when 
the  fruit  blossom  was  out.  You  could  see  they  enjoyed 
that.  And  they  used  to  go  up  to  a  lake  where  the  flowers 
all  came  out  in  June.  There's  an  empty  glacier  lake  - 
it's  at  Mont  Louis  -  where  there  is  one  of  the  Vauban 
forts.  It  has  all  the  special  flowers  of  the  Pyrenees.  I  was 
there  in  September  and  saw  some  good  flowers,  but 
not  the  special  glacier  lake  ones.  It's  about  three 
rhfMltand  feet  high  and  you  go  up  a  funny  little  rail- 
way. They  went  once  to  Normandy,  too,  so  that 
Margaret  could  take  a  heart  cure  and  it  seemed  to  do 
her  good. 

June  Bedjord: 

Ivor  wanted  to  .1  \  you  about  influences. 
Ivor  Davies: 

I  lUppOK  Beard  icy  was  quite  a  strong  influence. 
Mrs.  S tarrock  . 

Yes,  I  think  so.  But  Jessie  M.  King  always  said  that  it 
was  the  Botticelli  pen  and  ink  drawings  that  influenced 
her,  not  Bcardslcy.  But  his  beautiful  black  and  white 
line  must  have  had  an  influence. 

Ivor  Davies: 

It's  interesting  that  the  Belgian  was  a  thcosophist.  Was 


Mackintosh  interested  in  religion? 
Mrs.  Sturrock: 

They  weren't  churchy  people. 
Ivor  Davies: 

Do  you  know  what  ideas,  theories,  philosophies, 
interested  them? 

Mrs.  Sturrock: 

Mackintosh  had  a  lot  of  theories,  but  he  was  very 
practical  and  he  put  his  energy  into  creating  things  and 
not  into  thought.  His  thoughts  were  kept  very  busy 
indeed,  designing  everything  from  the  door  handles  to 
the  front  door.  He  really  could  design  almost  anything. 
He  designed  some  interesting  trade-stamps  for  Bassett- 
Lowke.  And  he  also  designed  some  very  good  textiles 
for  a  firm  called  Foxton.  So  you  see  he  was  very 
practical.  But  I  don't  suppose  he'd  have  been  designing 
these  things  if  he  could  have  been  designing  proper  big 
buildings. 

June  Bedford: 

Why  did  Margaret  Macdonald  not  go  on  painting,  as 
he  did,  in  France? 

Mrs.  Sturrock : 

She  didn't  do  anything  at  all.  Perhaps  she  didn't  have 
the  place  to  paint.  Mother  once  said  I  wonder  what  she 
did  because  when  they  came  back  she  had  the  same 
clothes  as  when  they  went  away.  Mother  said  when 
you  think  of  all  these  days  in  a  hotel  she  could  have 
made  herself  some  more  clothes.  Mother  and  Daddy 
stayed  in  a  hotel  in  Corfe  Castle  for  three  years  before 
they  bought  a  house  and  a  studio  and  settled  there  and 
Mother  made  herself  lots  of  clothes. 

June  Bedjord: 

Maybe  Margaret  Macdonald  hadn't  even  money  to 
buy  material.  They  must  have  been  very  hard  up. 

Mrs.  Sturrock : 

They  had  very,  very  little  money.  An  absolute  mini- 
mum. Margaret  Macdonald  had  this  tiny  income  from 
her  mother  after  her  mother  died  and  they  must  have 
lived  more  or  less  on  that.  But  I  think  they  were  quite 
happy.  I  really  do.  That's  the  funny  thing.  They  had 
come  to  the  stage  of  all  passion  spent.  He  must  have 
given  up  the  idea  of  his  buildings  and  he  did  some 
beautiful  water-colours. 

June  Bedford : 

He  might  have  been  happier  if  he'djust  been  a  painter. 
Mrs.  Sturrock: 

Yes,  you  can  paint  and  stack  up  your  unwanted  can- 
vases, but  unless  you  can  build  a  building,  your  plans 
and  ideas  are  all  wasted.  Your  thought  is  lost.  As  for 
influences,  I'm  sorry,  I  can't  hook  him  up  with  the 
great!  The  thing  is  that  he  was  just,  in  a  way,  ordinary 
Glasgow,  and  he  didn't  hook  up  with  anybody. 


NOTES 

1 .  Thomas  Howarth,  Charles  Rennie  Mackintosh  and  the 
Modern  Movement,  Glasgow  University  Publication,  1952. 
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Patrick  Robertson  s  tea  urn 
and  the  late  eighteenth  century 
Edinburgh  silver  trade 


Malcolm  Baker 


In  a  letter  of  January  17  1771  replying  to  an  order  for 
some  vases  from  Patrick  Robertson  in  Edinburgh, 
Boulton  and  Fothergill  declare  that  'we  are  as  desirous 
as  you  yourself  to  encourage  the  sale  of  them  in  N. 
Britain'.1  The  response  of  the  Edinburgh  public  seems 
to  have  been  rather  disappointing,  for  in  November 
they  write  again :  'we  are  sorry  to  observe  that  the  dis- 
posal of  the  vases  did  not  turn  out  so  well  as  you  and 
we  expected'.2  A  similar  lack  of  interest  was  experienc- 
ed by  their  other  main  agent  in  Edinburgh,  John 
Alston;  in  May  1774  Boulton  and  Fothergill  wrote 
regretting  that  'the  plated  articles  did  not  sell  so  well 
at  your  place  as  you  as  well  as  ourselves  could  wish'.3 
Boulton  and  Fothergill  still  appear  to  have  been  eager, 
however,  to  establish  a  market  for  their  goods  in 
Edinburgh  for  in  November  1774,  following  a  visit  by 
Patrick  Robertson  to  Soho,  they  assure  him  that  they 
will  produce  many  pieces  of  large  plate  'upon  better 
terms  than  you  can  have  'cm  done  for  you  in  Edin- 
burgh or  London'.4  They  send  Robertson's  order  - 
unfortunately  the  pieces  dispatched  are  seldom  itemised 
in  the  correspondence  -  and  in  addition,  'upon  the 
same  terms  a  very  few  pairs  of  silver  candlesticks 
quite  new  a  few  pairs  of  spoons  both  Table  Tea  and 
dessert  a  few  Prs.  of  Salts,  Bottle  Tickets,  Cruet  Frames 
etc.  etc.'.  Then  follows  a  short  list  of  larger  pieces,  such 
as  epergnes  and  'Terrenes',  'not  so  convenient  to  send' 
and  a  suggestion  that  they  also  dispatch  two  or  three 
pairs  of  ormolu  vases,  the  manufacture  of  which  was 
in  a  flourishing  state  'arising  from  our  improvements 
in  Gilding  and  in  their  forms,  as  well  as  from  the 
Reception  they  meet  with  in  every  Capital  City  in 
Europe'.  The  letters  to  Patrick  Robertson  over  the  next 
few  years  record  purchases  of  candlesticks  and  plated 
tea  kitchens  -  'in  our  opinion  the  most  handsome  that 
we  have'5  -  as  well  as  smaller  items  of  hardware  and 
toys,  such  as  shuttles  and  tortoiseshell  goods,  but  there 
appears  to  have  been  little  trade  in  the  more  expensive 
objects  for  which  Boulton  and  Fothergill  were  hoping 
in  the  letter  of  November  1774.  By  1778  the  correspon- 
dence with  Robertson  seems  to  have  ceased  altogether 
and  there  is  no  record  of  any  dealings  with  John  Alston 
after  1776.  It  appears  that  despite  the  initial  enthusiasm 
on  both  sides  Boulton  and  Fothergill's  tr.ide  with 
Edinburgh  did  not  develop  into  an  extensive  concern 
and  in  no  way  compares  with  their  activitic  in  many 
other  British  and  European  cities.  The  correspondence 
with  Robertson  is  of  considerable  interest,  however,  in 
that  it  establishes  and  documents  a  relationship  be- 
tween one  of  the  foremost  English  manufacturers  of 
silver  in  the  neo-classical  style  and  a  leading  silversmith 


1.  Tea  urn,  silver.  Maker :  Patrick  Robertson.  Scottish  (Edinburgh) :  1778.  Height  io£  inches.  Royal  Scottish  Museum,  Edinburgh. 


289 


oflatt  i  ightecnthr-oentury  Edinburgh. 

B\  1770  Patrick  Robertson's  reputation  in  Edin- 
burgh as  a  arversmith  was  evidently  considerable.6  In 
1  ~(>w.  tor  example,  he  was  commissioned  by  the  City 
Comal  to  make  a  gold  medal  and  silver  box  for 
presentation  to  [ames  Craig,  the  winner  ot  the  com- 
petition tor  the  design  ot  the  New  Town.7  As  the  only 
brother  ot  Dr.  William  Robertson, 8  Principal  ot  the 
University  and  the  foremost  historian  of  the  Scottish 
Enlightenment,  he  may  well  have  been  acquainted 
with  main  ot  the  leading  figures  ot  Edinburgh  pro- 
fessional society  who  played  such  an  important  role  in 
the  rich  intellectual  lite  ot  the  city.  It  was  probably  for 
an  eminent  legal  personality.  Sir  Thomas  Miller,  that 
Robertson  produced  in  1778  his  most  important  sur- 
viving piece,  a  tea  urn  bearing  the  arms  of  Miller  and 
his  second  wife,  now  in  the  Royal  Scottish  Museum9 
(No.  1).  Since  1766  Miller  had  held  the  important  post 
of  Lord  |ustice  Clerk  and  although  not  amongst  the 
most  forward-looking  ot  his  profession,  he  probably 
had  at  least  some  contact  with  the  leading  members  of 
that  cultural  group  who  were  soon  to  buy  houses  in 
the  New  Town  and  who  might  well  have  expected 
their  silver  to  be  made  in  the  most  fashionable  neo- 
classical manner. 

Robertson's  urn  has  many  of  the  features  to  be  found 
on  contemporary  English  work.  The  shallow  fluting  of 
the  body,  the  garrya  husks  and  the  neat  gadrooning  on 
the  cover  are  to  be  found  on  the  work  of  many  London 
silversmiths  at  this  date.  But  far  less  obviously  part  of 
the  common  stylistic  vocabulary  of  the  period  are  the 
incurved  base,  with  its  guilloche  moulding,  and  the 
fluted  stem  capped  by  sprouting  acanthus.  This  dis- 
tinctive combination,  that  indicates  more  specific  con- 
nections, is  also  to  be  found  on  a  group  of  pieces  made 
by  Boulton  and  Fothergill  between  1774  and  1777.  On 
one  example  from  this  group,  a  jug  of  1774  (No.  2),  a 
slightly  different  variation  of  this  type  of  foot  and  stem 
support  a  fluted  body  and  beaded  loop  handles  with 
acanthus  attachments  that  closely  resemble  Robertson's 
piece.  Other  Boulton  pieces  from  this  date  show  a  foot 
with  splayed  edges. 10  All  the  various  individual  motifs 
of  the  Edinburgh  urn  arc  combined  at  once,  however, 
in  a  drawing  placed  on  a  page  of  designs  for  vases  in 
Volume  I  of  the  Boulton  and  Fothergill  Pattern 
Books1 1  (No.  3).  Despite  the  modification  of  the  cover 
.Hid  the  slight  change  in  the  position  where  the  lower 
1  ink  of  tin  ii  mdles  meet  the  body,  the  striking  simila- 
rity between  the  urn  and  the  drawing  make  it  probable 
that  Boulton  a  id  Fothergill' S  design  -  or  a  piece  made 
by  them  to  this  pattern  -  served  as  a  model  for 
Robertson. 

Is  it  possible,  however,  that  Sir  Thomas  Miller's  urn 
could  be  Birmingham  work  that  was  merely  marked 
and  sold  h>  Robertson?  In  a  letter  ofjuly  1776  Boulton 
and  Fothergill  reply  to  Robertson's  request  that  some 
candlesticks  be  sent  unmarked  by  writing  that  although 
it  is  illegal  to  do  so,  'we  arc  willing  to  strain  a  point  to 
oblige  you'.12  There  are  also  references  to  tea  kitchens 
m  other  letters  but  these  appear,  from  the  prices 
quoted,  to  be  only  plated  and  no  mention  is  made  of  a 
tea  urn  that  might  correspond  with  this  particular 
example.  The  letters  in  any  case  appear  to  end  two 


2.  Jug,  silver. 
Makers:  Boulton  and 
Fothergill. 
English 

(Birmingham):  1774. 
Height  13  J  inches. 
City  Museum  and 
Art  Gallery, 
Birmingham. 


3.  Upper  part  of  a 
page  of  vase  designs 
from  Volume  I  of  the 
Boulton  and 
Fothergill  Pattern 
Books.  The  design 
related  to  the 
Robertson  urn  is  in 
the  top  right-hand 
corner. 

Height  of  vase 
2  J  inches. 
Boulton  and  Watt 
Collection, 
Birmingham  Public 
Libraries. 
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years  before  the  Miller  piece  was  marked.  The  treat- 
ment of  the  urn's  details  also  suggests  that  this  is  not 
the  work  of  the  Birmingham  firm.  The  height  of  the 
stem  in  proportion  to  the  body  and  the  thickness  of  the 
foot  as  it  splays  out  over  the  base  are  not  paralleled  on 
either  the  surviving  Boulton  and  Fothcrgill  pieces  or 
the  design  in  the  pattern  book.  The  sprouting  acanthus 
at  the  top  of  the  stem  has  a  frosted,  pointed  appearance 
that  is  again  very  different  from  that  on  the  Birming- 
ham pieces.  On  the  other  hand,  the  flat  acanthus 
decoration  on  the  cover  (No.  4)  can  perhaps  be  com- 
pared with  that  on  a  later  Scottish  piece,  the  mace  of 
the  University  of  Edinburgh  made  by  William  Davie 
in  1789  (No.  5).  It  therefore  seems  reasonable  to  suggest 
that  Sir  Thomas  Miller's  urn  of  1778  was  made  by 
Robertson  in  careful  imitation  of  a  piece  by  Boulton 
and  Fothergill  or  perhaps  to  their  design  which  he  may 
possibly  have  seen  on  his  visit  to  Soho  in  1774. 13  It  is 
an  interesting  example  of  a  Scottish  silversmith 
attempting  to  follow  very  closely  the  most  fashionable 
style  of  the  period  in  England.  But  if  Robertson's  urn 
provides  us  with  a  specific  instance  of  the  influence  of 
English  styles  on  Scottish  silver,  the  gradual  process  of 
which  this  is  the  culmination  can  be  traced  in  the 
evidence  for  the  importation  of  English  work  into 
Scotland. 

From  at  least  as  early  as  the  beginning  of  the 
eighteenth  century  English  silver  was  bought  by 
Scottish  noblemen  with  connections  in  the  south.  By 
1752  the  Earl  of  Hopetoun  was  paying  Eliza  Godfrey 
the  sum  of  £176  for  an  epcrgne,  four  large  candlesticks 
and  a  snuff  dish  whilst  his  account  over  this  and  the  two 
following  years  with  Ker  and  Dempster,  the  leading 
Edinburgh  makers,  amounted  to  only  jf6$. 1 8s. od. 1 4 
The  merchants  and  tradesmen,  however,  probably 
confined  their  patronage  to  local  craftsmen.  Many  of 
John  Rollo's  customers  between  173 1  and  1737  -  the 
period  covered  by  his  surviving  account-book  -  were 
from  persons  who  are  unlikely  to  have  bought  from 
the  south.15  Although  many  Scottish  forms  of  the  first 
half  of  the  century  were  already  based  on  contempor- 
ary or  slightly  earlier  English  designs,  these  pieces  still 
had  a  provincial,  if  not  necessarily  Scottish,  quality  that 
made  them  clearly  distinguishable  from  work  pro- 
duced in  London.  Despite  the  growing  popularity  of 
English  fashions  after  the  Union  in  1707,  it  is  unlikely 
that  much  English  silver  would  have  been  generally  on 
sale  in  Edinburgh  with  which  local  work  might  be 
directly  compared. 

During  the  1770s,  however,  a  significant  change 
seems  to  have  occurred.  By  about  1770  advertisements 
begin  to  appear  listing  a  wide  range  of  silver  and  hard- 
ware goods  -  particularly  plated  wares  -  imported 
from  the  south.  Since  the  plating  process  docs  not 
appear  to  have  been  introduced  into  Scotland  before 
1786,  when  the  Incorporation  of  Edinburgh  Gold- 
smiths were  'so  much  satisfied  with  the  Utility  and 
advantage'  of  a  plating  mill  'lately  erected  in  this  city' 
by  W.  and  P.  Cunningham  that  they  awarded  them 
-£20, 16  all  plated  goods  advertised  before  this  date  were 
probably  English.  The  extensive  lists  give  some 
indication  of  the  wares  available  at  this  time.  In  1773, 
for  example,  John   Alston,   whose   dealings  with 


291 


6.  Cakc-basket, 
silver. 

Maker:  Patrick 

Robertson. 

Scottish  (Edinburgh) : 

1771. 

Width  14  inches. 
National  Museum  of 
Antiquities  of 
Scotland,  Edinburgh. 


Boulton  and  Fothergill  have  already  been  mentioned, 
was  selling  'a  variety  of  London,  Birmingham  and 
Sheffield  goods  ...  at  the  lowest  prices:  Particularly  a 
neat  assortment  of  plated  Candlesticks,  Cruet-frames, 
waiters,  snuff-dishes,  cream  jugs  and  handsome  tea  urns 
of  an  antique  form'. 1 7  Peter  Forrester's  list  of  June  1778 
includes  plated  tea  kitchens,  tea  pots,  wine  funnels  and 
casters  as  well  as  numerous  smaller  items. 1 8  Although 
Boulton  and  Fothergill's  trade  with  Edinburgh  was 
not  extensive,  the  continued  appearance  of  such  lists 
throughout  the  seventies  suggests  that  a  considerable 
variety  of  English  work  'of  the  newest  patterns'  -  as 
the  retailers  always  claim  -  was  now  available  in 
Edinburgh  for  sale  to  the  customer  who  did  not  order 
directly  from  the  south.  The  local  silversmith  therefore 
found  himself  for  the  first  time  in  direct  competition 
with  retailers  clling  work  in  the  most  fashionable 
styles  from  the  najor  English  centres  of  production. 

Robertson  -.  1  m  is  a  precise  illustration  of  the  re- 
sponse of  .1  leading  Edinburgh  maker  to  this  situation. 
Other  pieces  by  this  silversmith  show  the  effect  on 
stylistic  development  brought  about  by  the  activities 
of  dealers  nch  as  Alston,  Forrester  and,  indeed, 
Robertson  himself.  His  bread  basket  of  1771  (No.  6) 
follows  closely  the  type  of  wire  work  basket  with 
applied  vine  leaves  and  wheat  ears  that  was  being  made 
at  the  same  date  in  England.19  It  is  only  details  such  as 
the  rather  crude  stamped  border  and  the  awkward 
junction  between  the  wheat  and  the  vine  that  suggest 
that  this  is  not  London  made.  The  neat  cylindrical  form 


of  the  teapot  of  1777  (No.  7)  can  also  be  readily 
paralleled  by  London  work.  In  its  decoration,  however, 
this  particular  piece  is  more  clearly  provincial,  the 
scrollwork  around  the  top  of  the  body  and  on  the 
cover  recalling  the  bands  of  rococo  ornament  timidly 
applied  on  Scottish  teapots  of  the  1740s.  Another  teapot 
made  in  1789,  a  year  before  his  death,20  shows  Robert- 
son still  keeping  pace  with  stylistic  changes  taking 
place  in  the  south.  The  polygonal  form,  the  'bright- 
cut'  engraving  and  the  pretty,  almost  sentimental, 
rendering  of  the  genre  subjects  within  the  medallions 
conform  exactly  to  contemporary  English  taste  as 
epitomised  by  the  work  of  Hester  Bateman  or  Robert 
Hennell.  The  scholarly  neo-classical  style  of  the  1778  tea 
urn  has  been  transformed  into  something  lighter  and 
more  obviously  delicate  (No.  8). 

Although  towards  the  end  of  the  century  the  leading 
Edinburgh  silversmiths  were  adopting  current  English 
styles  almost  immediately,  the  work  of  a  Robertson  or 
a  Davie  can  rarely  be  said  to  match  that  of  a  Bateman 
or  a  Hennell.  The  details  of  the  1789  teapot,  for 
example,  are  poorly  finished  and  the  'bright-cut'  work 
lacks  the  crispness  and  precision  of  the  best  London 
pieces.  A  year  before  this  teapot  was  made  John 
Robison  in  Edinburgh  was  writing  to  James  Watt  in 
Birmingham,  'In  my  few  excursions  into  the  streets  I 
have  been  rumaging  the  shops  for  a  handsome  silver 
cup  for  a  present  to  a  person  to  whom  I  am  much 
obliged  but  everything  is  done  here  so  rudely  that  I  am 
disgusted  with  the  work'.21 
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7.  Teapot, 
silver. 

Maker:  Patrick 
Robertson. 
Scottish  (Edinburgh) 
1777. 

Height  5  J  inches. 
/  Imiily  House 
Museum,  Edinburgh. 


Contemporary  opinions  such  as  this  suggest  that 
the  Edinburgh  trade  was  beginning  to  decline.  It  seems 
likely  that  the  strict  rules  and  practices  of  the  guilds 
were  gradually  being  weakened  by  the  activities  of 
retailers  such  as  Alston  and  Forrester.  It  is  therefore  not 
surprising  that  Robertson's  advertisement  of  177822 
places  as  much  emphasis  on  his  retail  trade  -  including 
'a  variety  of  Second-Hand  plate'  and  'plated  work  of 
all  kinds'  -  as  on  his  own  silver. 

Patrick  Robertson's  work  is  significant  not  on  ac- 
count of  its  quality  but  because  it  shows  how  one  of 
the  prominent  Edinburgh  silversmiths  of  the  late 


eighteenth  century  finally  succumbed  to  the  influence 
of  English  styles  which  he  and  others  were  selling. 
English  forms  had  already  had  a  considerable  effect  on 
Scottish  silver  by  1729  when  William  Mackintosh  of 
Borlum  complained  that  'in  lieu  of  the  big  quaigh  with 
strong  ale  and  toast  and  after  a  dram  of  good  whole- 
some Scots  spirits,  there  is  now  the  tea-kettle  put  on 
the  fire,  the  tea-table,  and  silver  and  china  equipage 
brought  in  with  the  marmalet,  cream  and  cold  tea'.23 
When  Patrick  Robertson  made  his  tea  urn  fifty  years 
later  this  process  was  almost  complete  and  the  Scottish 
tradition  in  silver  at  an  end. 
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My  particular  thanks  art  due  to  Mr.  Stuart  Maxwell 
fat  many  helplul  discussions  tm  Scottish  silver.  I  am 
also  grateful  lor  the  generous  help  of  Mrs.  Shirley  Bury, 
Mrs.  Helen  Ebon,  Dr.  Nicholas  Phillipson  and  Miss 
Clennys  Wild. 

For  much  hind  assistance  and  permission  to  quote 
from  the  Boulton  and  Fothergill  Letter  Boohs  at  the 
Birmingham  Assay  Office  I  am  indebted  to  Mr.  A.  H. 
ll'estwood,  the  Assay  Master. 


1.  B.  and  F.  to  P.  R.,  January  17  1771. 

2.  B.  and  F.  to  P.  R.,  November  12  1771. 

3.  B.  and  F.  to  J.  A.,  May  27  1774.  A  letter  of  April  15  1775 
indicates  that  John  Alston  was  a  brother  of  Boulton 's 
neighbour,  James  Alston. 

4.  B.  and  F.  to  P.  R.,  n.d.  but  with  other  letters  dated 
November  1774. 

5.  B.  and  F.  to  P.  R.,  March  18  1777. 

6.  R<  >bcrtson  was  admitted  a  freeman  of  the  Incorporation 
of  Goldsmiths  of  Edinburgh  in  1751  and  appears  to  have 
entered  immediately  into  partnership  with  Edward 
Lothian.  Their  joint  mark  appears  on  pieces  as  late  as 
1771  but  by  1765  Robertson  was  making  pieces  stamped 
v»  id]  his  own  initials  alone.  He  was  Deacon  of  the 
Incorporation  for  the  periods  1754-6  and  1764-6.  For 
examples  of  His  earlier  style  see  Sir  C.J.Jackson, 

An  Illustrated  History  of  English  Plate,  I,  191 1,  p.  3 10, 
tig.  336,  and  I.  Finlay,  English  Gold  and  Silver  Work, 
1956,  PI.  79. 

7.  See  The  Booh  of the  Old  V.dinburgh  Club,  xxm(i94o), 
p.  8f. 

B.  See  T.  Murray,  Biographical  Annals  of  the  Parish  of 

Colinton,  Edinburgh,  1862,  p.  28.  The  Robertson  brothers 
were  fin)  cousini  of  Robert  Adam  but  although 
William  Robertson  is  said,  following  the  death  of  his 
fathi  1  made  the  Adam  household  'his  principal 

place  of  resi  ,n '  there  seems  to  have  been  no  significant 
Liter  <  onnei  ti  n  between  Patrick  and  the  Adam  brothers. 
F01  William  I  ibertson  see  J.  Fleming,  Robert  Adam  and 
in  Circle  in  L    on  and  Rome,  1962,  pp.  4, 81  and  337. 

'>.  I  am  grab  lul  •..  >ir  James  Monteith  Grant,  Lord  Lyon 

K  nig  of  Amu,  for  his  assistance  in  identifying  the  arms. 
10    I  >>r  example,  a  candlestick  (1774)  and  a  cup  and  cover 
(1777)  illustrated  in  R.  Rowc,  Adam  Silver  1765-1795, 
1965,  PI.  50  and  52.  Perhaps  related  to  this  group  is  an 
urn  by  Nicholas  Dum.ee  who  was  probably  working 
for  Boulton  before  1773.  Sec  ibid.,  PL  24A  and  S.  Bury, 
'Ass.is  Silver  at  Birmingham  -  F,  Country  Life,  cxliii 
(1968),  p.  1 61 5. 

11.  Vol.  I,  p.  1 27.  I  he  modification  of  the  pattern  to  include 
a  horizontal  line  of  beading  between  the  gadroons 
and  husks  on  the  lower  part  of  the  body  was  probably 
Ott  ettitated  by  the  heating  system  employed.  The 
body  had  to  be  detachable  to  allow  the  insertion  of  a 
'   '  ron  into  an  inner  cavity.  This  system  was  patented 


in  1774  and  soon  used  by  Boulton  on  his  urns.  See 
G.  B.  Hughes  'The  Georgian  Vogue  of  the  Tea  Urn', 
Country  Life,  cxxxn  (1962),  p.  I026f.  A  letter  from 
B.  and  F.  to  P.  R.  of  March  18  1777-appears  to  refer 
to  hot  iron  heaters  in  plated  urns. 

12.  B.  and  F.  to  P.  R.July  13  1776. 

13.  As  no  tap  appears  on  the  design  but  that  on  the 
Robertson  piece  closely  resembles  the  taps  on  other 
Boulton  and  Fothergill  patterns,  an  actual  urn  would 
be  the  more  likely  source.  Cf.  the  moulding  on  the  taps 
of  urns  in  W.  A.  Seaby,  'A  Letter  Book  of  Boulton 
and  Fothergill,  1773,  Part  II'  Apollo,  LIV  (1951),  p.  115, 
fig.  XII. 

14.  Arm,  Countess  of  Hopetoun,  Account  Book,  1742-7, 
Hopetoun  House.  I  am  indebted  to  the  Marquess  of 
Linlithgow  and  the  Hopetoun  Papers  Trust  for 
permission  to  quote  from  this  MS.  and  to  Mr.  Robin  Hill 
tor  drawing  my  attention  to  these  entries. 

15.  John  Rollo,  Ledger  No.  A,  Edinburgh  Central  Library. 

16.  September  25  1786,  Minute  Book  of  the  Incorporation 
of  Goldsmiths  of  Edinburgh,  1768-1790. 1  am  indebted 
to  Messrs.  MacAndrew,  Wright  and  Murray  W.S. 
for  permission  to  quote  from  this  MS. 

17.  Caledonian  Mercury,  February  17  1773. 

18.  Ibid., June  13  1778. 

19.  Wirework  is  also  used  by  Robertson  in  his  bannock  rack 
(1773)  illustrated  in  I.  Finlay,  op.  cit.,P\.  81. 

20.  The  death  of 'Mr.  Patrick  Robertson,  jeweller  in 
Edinburgh'  on  September  8  1790  at  Knaresborough, 
Yorkshire,  is  reported  in  The  Scots  Magazine,  52  (1790), 
p.  465. 

21.  E.  Robinson  and  D.  McKnie  (cds.),  Partners  in  Science, 
Letters  of  James  Watt  and  Joseph  Black,  1970,  p.  i6of, 
where  two  sketches  by  Robison  are  reproduced.  See 
also  later  letters,  pp.  i6if  and  165.  Robison's  complaint 
implies  that  no  suitable  piece  -  either  English  or  Scottish  - 
was  available  in  Scotland.  It  is  possible  that  the  imported 
English  work  consisted  of  rather  small,  domestic  pieces 
only.  I  am  grateful  to  Dr.  R.  G.  W.  Anderson  for  drawing 
my  attention  to  this  reference. 

22.  Caledonian  Mercury,  July  18  1778.  Accounts  of  Sir 
William  Forbes  of  Fettercairn  to  Patrick  Robertson 
dated  April  20  and  November  29  1770  in  the  National 
Library  of  Scotland  include  many  items  of  glass  as 
well  as  jewellery,  silver  and  plated  wares.  I  am  indebted 
to  Mr.  Alan  Bell  for  bringing  these  accounts  to  my 
attention. 

23.  An  Essay  on  Ways  and  Means  for  Inclosing,  Edinburgh, 
1729,  p.  229f.  Quoted  in  T.  C.  Smout,  A  History  of  the 
Scottish  People  1560-1830,  2nd  edit.,  1970,  p.  285. 
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The  Rise  and  Decline  of 

an  Edinburgh  Cabinet-maker 

Francis  Bamjord 


On  the  afternoon  of  October  ist  1788,  the  notorious 
William  Brodie,  Deacon  of  the  Incorporation  of 
Wrights  of  Edinburgh,  burglar,  libertine  and  very 
competent  cabinet-maker  was  hanged  before  a  crowd 
of  some  40,000  spectators  for  his  part  in  an  abortive 
raid  on  the  city's  Excise  Office.  Among  those  who 
must  have  taken  a  particular  interest  in  these  events 
were  the  partners  in  the  firm  of  Young  and  Trotter, 
who,  after  specialising  in  the  provision  of  carpets, 
wall-papers  and  upholstery,  had  for  some  years  been 
seeking;  a  larger  share  in  the  furnishing  trade.  For  too 
long,  so  far  as  Young  and  Trotter  were  concerned,  the 
Brodies,  father  and  son,  both  in  turn  serving  as  Deacon 
of  the  Wrights,  had  obtained  for  themselves  the  lion's 
share  of  all  work  carried  out  by  the  Town  Council. 
Between  1775  and  1784,  when  the  Brodies  were  con- 
stantly supplying  furniture  for  the  Town  College,  as 
the  University  of  Edinburgh  was  then  known,  and 
doing  joiner's  work  in  the  buildings,  Young  and 
Trotter  appear  only  twice  in  the  list  of  tradesmen  paid 
by  the  Town  Council.  On  September  14th  1775  they 
were  paid  1  is.  nd.  for  'Straining  Canvas  &  putting 
up  do.  in  two  large  Rooms  &  pulling  down  old  paper 
with  proper  materials  in  the  paste  to  prevent  ratts  from 
destroying  the  paper';  and,  on  October  17th  1777, 
they  supplied  'a  Mahogany  Table  covered  with  Green 
Cloth,  with  a  Reading  Desk  to  rise  upon  a  double 
sneck',  for  ^i.I7s.  6d. 1 

When  Deacon  Brodie  dropped  all  too  literally  from 
the  Edinburgh  scene,  Young  and  Trotter  would  have 
been  less  than  human  if  they  had  not  hoped  to  gain  a 
fair  proportion  of  the  business  hitherto  done  by 
William  Brodie.  Nor  did  they  remain  idle  while 
awaiting  the  outcome  of  the  Deacon's  trial.  In  the 
month  following  Brodic's  execution,  they  were  paid 
^212. 19s.  for  furniture  bought  by  Lord  Mount  Stuart 
for  his  house  in  the  Isle  of  Bute.2  In  the  same  year, 
although  the  family  of  Dundas  of  Arniston  had  fre- 
quently employed  them  in  the  past  as  upholsterers,  the 
firm  supplied  for  the  first  time  a  considerable  quantity 
of  furniture  for  Arniston.3  Within  the  next  two  years 
the  firm  gained  for  itself  the  pre-eminent  place  among 
the  cabinet-makers  of  Scotland  which  it  was  to  hold 
for  nearly  fifty  years. 

Because  they  did  not  begin  as  cabinet-makers,  which 
would  have  necessitated  rheir  being  accepted  as  mem- 
bers of  the  Incorporation  ot  Wrights,  it  is  not  easy  to 
trace  their  beginnings.  In  1691,  when  the  first  Thomas 
Trotter  became  a  member  of  the  Merchant  Company, 
he  must  have  been  regarded  as  a  man  of  substance  and 
probity.  His  son,  also  Thomas,  became  a  member  in 


1724;  and  it  was  from  him  that,  in  1735,  Mrs.  Dundas 
made  the  first  purchase  that  has  provided  us  with  any 
clue  as  to  the  goods  in  which  Mr.  Trotter  dealt.  By  a 
coincidence  Mrs.  Dundas  records  on  adjoining  lines 
purchases  made  from  a  Young  and  a  Trotter:  'To 
Thomas  Young  for  Lace  to  the  Bed,  4s.  od.'  and  'To 
Thomas  Trotter,  Brooms,  Basons,  Glascs,  Brushes, 
&c,  &c,  £2.  5s.  id.'3  In  1748  a  third  Thomas  Trotter 
became  a  member  of  the  Merchant  Company,  as  did 
one  Robert  Young;  again  it  is  from  the  Arniston 
Papers  that  we  can  learn  something  of  their  progress. 
In  1749  seven  English  blankets  were  bought  from  Mr. 
Trotter,  upholsterer;  but  in  1751  purchases  for  unspeci- 
fied goods  are  recorded  from  'Young  and  Trotter'; 
and  in  1752  from  'Young  &  Trotter,  Upholsterers.'3 
It  is  probable  that  1 75  1  saw  the  beginnings  of  what 
proved  to  be  a  long  and  lucrative  partnership. 

It  cannot  have  been  easy  for  the  two  men  to  challenge 
the  position  held  by  |ohn  Schaw  and  his  wife,  whom 
William  Adam  had  recommended  to  the  Duke  of 
Hamilton  in  1740  as  'the  most  employed  upholsterers 
in  Edinburgh  . 1  During  the  next  ten  years  the  Schaws 
seem  to  have  established  a  virtual  monopoly  in  their 
chosen  line,  supplying  goods  and  services  to  such 
clients  as  the  Duke  of  Atholl,  the  Duchess  of  Gordon, 
the  Marquess  of  Tweeddale,  the  Countess  of  Hope- 
toun  and  other  members  of  the  Hope  family.5  Yet  by 
1763,  although  the  Schaws  were  still  active  in  business, 
Young  and  Trotter  were  carrying  out  work  at  Hope- 
toun  and  at  other  houses  belonging  to  the  Hopes.  To 
give  one  example,  on  January  7th  1768  Young  and 
Trotter  submitted  an  account  for  "fitting  up  Furniture 
of  Great  Apartments  (at  Hopetoun),  Price  of  Silk 
Fringe,  etc.  ^540'. 5  This  was  for  work  carried  out  in 
collaboration  with  the  London  cabinet-maker,  James 
Cullen. 

They  had  not  yet  attempted  to  enter  the  furniture 
market:  this  move  followed  their  employment  of  one 
James  Hamilton,  who  is  first  mentioned  in  1774.  In  the 
following  year,  the  firm  (still  shown  as  Young  and 
Trotter  of  the  Luckenbooths)  described  themselves  in 
the  Edinburgh  Directory  as  'Cabinet-makers  and 
Upholsterers'.  To  1774  belongs  a  letter  which  may 
provide  the  answer  to  a  question  that  has  long  puzzled 
students  of  Scottish  furniture. 

Mr.  Thomas  Mowat  of  Uycasound  in  ihetland  had 
sought  advice  from  the  firm  as  to  wha  furniture  he 
should  require  for  the  new  house  he  had  built  there. 
James  Hamilton  sent  him  a  detailed  reply  on  behalf  of 
the  firm.6 
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"Edinburgh. 

6  April  1774. 

Hear  Sir, 

1  heartily  embrace  the  opportunity  wch  your  kind 
favour  ot the  24  Febry  gives  me  of  renewing  our  cor- 
respondence, and  shall  think  myself  happy  in  being 
serviceable  to  you  in  any  shape.  Subjoined  is  a  list  of 
furniture  made  use  ot  in  the  most  fashionable  houses. 

Viz.  Dining  Room 

Mahogany  Dining  Table  in  3  different  parts  for 
joining  viz.  1  square  table  wth  2  leaves  and  2 
semicircular  end  parts,  wch.  go  together,  or  at 
each  end  ot  the  square  table  so  as  to  suit  the 
number  of  company. 

Mahogany  Sideboard  the  length  of  wch  is 
usually  made  equal  to  one  third  of  that  side  of  the 
room  where  it  is  placed. 

Mahogany  wine  cooler  lynd  with  lead  &  mounted 
with  brass  hoops. 

Mahogany  waterpot  cupboard. 

Split  back  chairs  on  hair  cloth  and  brass  nails 
wth  2  Elbow  do.,  or  2  stuffd  back  armd  chairs. 

Scots  carpets,  window  curtains. 

Handsome  carved  chimney  piece,  on  which  & 
the  sideboard  are  placed  Candlesticks  of  silver  or 
mahogany. 

No  lustres  nor  Chimney  Glasses  arc  fashionable 
for  any  room. 

If  cupboards  are  found  necessary  they  are  usually 
shut  up  wth  Doors  as  secretly  as  possible. 

Drawing  Room 

[  Large  or  2  small  Sofas. 

Stuffd  Back  and  seat  or  Chinese  Chairs. 

Curtains  for  the  windows  and  covers  for  the 
chairs  and  sofa  of  Damask  Calicoc  or  moreen. 

1  or  2  Oval  Glasses  with  handsome  frames,  as 
the  Room  will  admit  between  the  windows. 

1  pr  Girandoles  wth  double  branches  opposite 
to  do.  for  candles. 

1  pr  Card  Tables  and  1  Tea  table  or  1  Card 
table  and  1  Tea  table  of  the  same  shape  to  answer 
occasionally  for  cards. 

Plush,  or  best  Engraind  Scots  carpet. 

Carvd  Chimney  piece,  wth  ornamental  china 
jars  and  cut  glass  or  china. 

Bed  Room 

Four-posted  Bedsteads  (common  size)  6  ft. 
'•<  in<  lies  long  S  feet  broad  and  7  feet  6  inches  high. 

1  Chest  ot  I  trawcrs  wth  Sconce  Glass  over  it. 

1  Mahogany  light  Table  representing  Drawers 
or  a  common  (  1  >se-stool,  if  there  is  no  water 
Closet  in  the  ben  >oms.  Stuffd  back  and  scat  chairs 
.ir<  used  wth  covers  the  same  as  the  bed  hangings. 

Window  Curtains  Do. 

If  there  be  no  i  )ressing  room  to  the  bedroom  a 
Swing  Dressing  Glass  above  the  drawers  in  place 
of  the  Sconce. 

Dressing  Room 
Mahogany  Shaving  Stand  with  a  glass  and  bason 
stand. 

Toilet  Table  and  Durrant  Cover. 
Dressing  Glass  wth  Boxes. 

2  Chinese  Elbow  Chairs. 


...  If  you  want  any  further  information  please 
to  acquaint  me.  Whatever  goods  in  our  way  you 
may  stand  in  need  of  be  assured  I  shall  send  them 
of  the  best  quality  agreeable  to  your  description, 
and  at  the  lowest  prices. 

I  am  (etc.) 

James  Hamilton' 
It  may  seem  a  bold  claim  to  make  on  very  slender 
evidence,  but  I  believe  that  this  letter  with  its  fascinat- 
ing glimpses  of  what  an  Edinburgh  shopkeeper  re- 
garded as  the  necessary  furnishings  of  a  gentleman's 
residence,  may  well  reveal  the  identity  of  the  makers,  if 
not  of  the  designer,  of  what  are  generally  known  as 
'Cockpen  chairs'.  These  purely  Scottish  artefacts 
possess  a  simple  charm  that  totally  belies  the  careful 
expertise  needed  to  assemble  the  various  short  lengths 
forming  the  lattice-back  so  that  they  all  fit  together 
simultaneously.  These  chairs  seem  to  have  gained  their 
popular  name  from  some,  now  at  Brechin  Castle, 
which  formerly  stood  in  the  Dalhousie  pew  in  Cockpen 
church.  It  has  long  been  a  matter  for  surprise  that, 
knowing  that  a  great  many  of  these  chairs  must  have 
been  made,  no  item  that  might  conceivably  refer  to 
them  has  ever  been  noted  among  contemporary 
records  or  accounts.  It  is  all  the  more  interesting  to 
note  James  Hamilton's  apt  phrase,  'Chinese  Chairs', 
which  provides  the  perfect  description  of  them.  Since 
many  examples  survive  in  the  possession  of  families 
whose  forebears  purchased  carpets,  wallpapers  and 
other  goods  from  Young  and  Trotter  -  Arniston, 
Midlothian  and  Paxton  House,  Berwickshire,  are  two 
houses  that  spring  to  mind  -  it  appears  not  too 
imaginative  a  suggestion  to  suppose  that  these  'Chinese 


1.  'A  Cockpen  Chair', 
!775-  This  may  well 
be  such  a  chair 
described  by  James 
Hamilton  as  a 
'Chinese  Chair'. 
By  kind  permission  of 
Mr.  and  Mrs.  David 
Massey,  Edinburgh. 
Photograph  by 
National  Museum  of 
Antiquities  of  Scotland. 
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Chairs'  were  made  in  Young  and  Trotter's  workshops, 
perhaps  even  designed  by  James  Hamilton.  This  would 
help  to  explain  why,  within  a  very  few  years,  he 
became  a  partner  in  the  firm.  It  would  also  help  us  to 
understand  why,  in  placing  what  is  the  first  consider- 
able recorded  order  for  furniture  from  the  firm,  one 
that  included,  along  with  a  variety  of  tables,  no  less 
than  103  pieces  of  seat-furniture,  Lord  Mount  Stuart 
felt  assured  that  he  would  be  completely  satisfied.  It 
could  well  be  that  the  firm's  'Chinese  Chairs'  establish- 
ed their  reputation  as  furniture-makers. 

It  is  much  to  be  regretted  that  none  of  the  purchases 
made  by  Lord  Mount  Stuart  in  1788  can  now  be 
identified,  because  they  were  very  different  in  style  to 
what  is  recognised  today,  by  those  with  informed 
taste,  as  'Trotter  furniture'.  The  firm  had  moved  in 
1790  to  5,  Princes  Street,  a  shop  occupying  part  of  the 
site  at  present  covered  by  the  North  British  Hotel, 
while  the  workshops  were  in  what  is  now  the  neigh- 
bouring Waverley  Market.  It  was  here  that  they  were 
joined  by  William  Trotter,  born  in  1772,  who  was  to 
create  the  very  individual  style  of  furniture  associated 
with  his  name. 

Descended  through  his  mother  from  a  brother  of  the 
Reformer  John  Knox,  William  Trotter  brought  to  the 
creation  of  fine  furniture  much  of  the  energy,  enthu- 
siasm and  obstinacy  which  characterized  the  activities 
of  the  great  iconoclast.  Becoming  a  member  of  the 
Merchant  Company  in  1797,  and  sole  proprietor  of  the 
firm  in  1809,  he  was  elected  to  the  Town  Council  in 
the  latter  year.  Ten  years  later  he  was  chosen  Master  of 
the  Merchant  Company  and  for  two  years,  1825-7, 
one  of  the  most  formative  periods  in  the  building  of 
the  city,  he  was  Lord  Provost  of  Edinburgh.  During 
this  time  he  led  the  opposition  to  Lord  Cockburn's 
successful  campaign  to  preserve  the  south  side  of 
Princes  Street  from  being  built  up.  Since  his  shop  and 
workshops  were  already  at  one  end  of  the  south  side, 
Trotter  no  doubt  hoped  to  extend  his  property 
westward. 

William  Trotter,  knowing  his  customers  and  the 
houses  they  wished  to  furnish,  decided  that  he  must 
leaven  the  fashionable  elegance  prevailing  among  the 
English  designers  of  Regency  furniture  with  some 
suggestion  of  Scottish  dignity.  There  is,  too,  in  all  his 
furniture  a  calculated  appeal  to  that  trait  in  the 
Scottish  character  which  likes  to  receive  full  value  for 
money.  His  products  achieved  an  air  of  refined 
solidity;  the  materials  used  were  quite  clearly  of  fine 
quality;  he  made  occasional  use  of  brass  inlay  to 
decorate  his  furniture  and,  unlike  his  English  con- 
temporaries, he  seldom  seems  to  have  fitted  brass  feet 
on  his  tables,  preferring  boldly  carved  lions'  paws.  In 
fact  his  success  was  founded  on  his  belief  that  he  must 
provide  what  his  customers  wanted  to  possess. 

In  1814-15  he  furnished  the  library  and  picture- 
gallery  which  the  architect  Robert  Reid  had  added  to 
Paxton  House  for  George  Home;  these  pieces  still 
constitute  the  outstanding  collection  of  Trotter  furni- 
ture in  Scotland  (see  Nos.  2-7).  In  the  same  years  Reid 
was  completing  the  building  of  St.  George's  Church  in 
Charlotte  Square,  Edinburgh;  and  Trotter,  one  of  the 
original  elders  in  the  new  church,  is  said  to  have 


designed  the  black  and  gilt  pulpit  which  formerly 
stood  there.  Between  1818  and  1830  Trotter  worked 
closely  with  W.  H.  Playfair,  who  completed  the 
building  of  the  University,  begun  by  Robert  Adam 
but  left  unfinished  owing  to  lack  of  funds.  In  1820 
Playfair  approved  payment  of  Trotter's  account  for 
furnishing  the  College  Museum,  a  matter  of  ^1808  6s. 
3d;  and  in  1824  there  was  a  further  account  for  goods 
supplied  for  the  Museum  for  ^389  7s.  8d;  and  in  every 
year  substantial  sums  were  paid  to  Trotter  for  work 
done  or  for  furniture  supplied.1  The  splendid  range  of 
bookcases  in  the  Upper  Library  are  almost  certainly  by 
him,  though  no  specific  reference  to  these  appears  in 
the  College  Accounts.  They  are  strikingly  similar  to 
those  in  the  library  at  Paxton.  In  1822  Trotter  found  a 
brief  respite  from  these  academic  interests  by  involving 
himself  with  the  visit  of  King  George  the  Fourth  to 
Scotland;  he  carried  out  the  redecoration  and  refurn- 
ishing of  the  Assembly  Rooms  for  the  Peers'  Ball,7  and 
received  ^900  from  the  Town  Council  'for  fitting  up 
Parliament  House'  for  the  King's  reception.8 


2.  One  of  set  of 
'8  Grecian  Elbow 
Chairs  at  32s.  each'  in 
mahogany,  by 
William  Trotter, 
1814-15. 

By  hind  permission  of 
Mrs.  Home- 
Robertson  of 
Wedderbum  and 
Paxton.  Photograph 
by  Messrs.  Bum  &  Cox 
Killiecrankie , 
Perthshire. 
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5-  One  of  pair  of 
rosewood  card  tables. 
By  hind  permission  of 
Mrs.  Home- 
Robertson  of 
Wedderburn  and 
Paxtott. 


6.  Circular  rosewood 
stand,  one  of  many 
made  by  Trotter  to 
support  the  marble 
tops  bought  by 
George  Home's 
uncle,  Patrick  Home, 
while  on  the  Grand 
Tour. 


By  hind  permission  oj 
Mrs.  Home-Robertson 
oj  Wedderburn  and 
Paxton. 
Photograph  by 
National  Museum  oj 
Antiquities  of 
Scotland. 


7.  Very  unusual 
rosewood  sofa  table 
made  bv  William 
Trotter  1814-15,  for 
X>3-i<  od. 
By  him  permission  of 
Mrs.  Home-Robertson 
oj  Wedderburn  and  Paxton. 
Photograph  by 
National  Museum  oj 
Antiquities  of  Scotland. 
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8.  One  of  6  'Large 
Mahogany  Tables 
with  astragal  ends  on 
richly  carved  massive 
legs,  the  tops  framed 
and  mlaid  with  fine 
crimson  cloth  at 
£23  10s.  od.'.  Made 
by  Trotter  in  1820. 
By  hind  permission  of 
the  Keeper,  Royal 
Scottish  Museum, 
Edinburgh. 
Photograph  by  Tom 
Scott,  Edinburgh. 


i).  Circular  mahog  ny 
games  tabic.  Probably 
made  by  William 
Trotter  for  the 
Marquess  of 
Twccddalc  for 
Ycstcr  House.  !  lie 
chessmen  arc  by 
Lcuchars,  Piccadilly, 
W. 

liy  kind  permission  of 
Lady  Maryoth  Hay, 
Gifford,  Midlothian. 
Photograph  by 
National  Museum  of 
Antiquities,  Edinburgh. 
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He  died  in  August  1833.  Some  years  earlier  he  had 
purchased  the  estate  of  Ballindean  in  Perthshire ;  his  son, 
Robert  Knox  Trotter,  would  seem  to  have  preferred 
the  life  of  a  country  laird  to  that  of  a  city  tradesman, 
however  successful  and  respected.  The  firm  was  placed 
in  charge  of  trustees,  while  the  actual  day  to  day 
management  of  the  shop  appears  to  have  been  in  the 
hands  of  one  James  Blackadder.  Almost  at  once  a 
decline  in  the  quality  and  workmanship  of  their  goods 
is  apparent.  The  Buccleuch  Muniments  contain  an 
amusing  but  vituperative  correspondence9  between  the 
firm  and  William  Burn,  the  architect,  who  carried  out 
some  work  for  the  Duke  of  Buccleuch  at  Dalkeith 
Palace.  It  seems  that  Burn  had  suggested  to  the  Duke 
and  Duchess  that  they  should  have  a  set  of  24  chairs  in 
the  style  of  Charles  II  designed  for  use  in  the  dining- 
room.  Whether  or  not  Burn  originally  made  a  sketch 
for  Trotters'  guidance  is  not  clear,  but  these  oak  chairs 
with  'barley-sugar'  legs  and  caned  seats  and  backs  arc 
lamentably  inadequate  to  serve  as  dining-chairs  in  such 
a  house.  The  Duke  and  Duchess  of  Buccleuch  were  not 
satisfied;  according  to  Burn's  letter  of  23  January  1837, 
'as  Messrs.  Trotters'  people  were  not  sufficiently 
acquainted  with  the  proper  character  of  the  ornamental 
part,  plaster  casts  were  prepared  and  supplied  them  for 
their  guidance'.  To  this,  James  Blackadder  replied 
forcefully  that  'they  would  have  done  the  work  cither 
with  or  without  models'.  The  original  price  quoted  for 
each  chair  was  .£4  17s.  6d.  Trotters  were  now  claiming 
an  additional  jCi  18s.  od.  per  chair  for  the  alterations, 
while  Burn  suggested  that  £1  18s.  od.  would  be  an 
adequate  charge.  The  correspondence  continued  from 
January  1837  to  October  1838,  when  the  Trotters' 
lawyer  wrote  on  behalf  of  'Captain  Trotter  of  Ballin- 
dean' that  the  trustees  would  accept  the  sum  of  ^90  6s.  8d. 
in  settlement.  It  is  a  sad  and  rather  sordid  finish  to  the 
story  of  a  firm  that  had  for  so  long  dominated  the 
Scottish  market. 
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10.  One  of  a  pair  of 
rosewood  flower 
stands  supporting 
blue  and  white 
earthenware  pots; 
almost  certainly  made 
by  William  Trotter 
for  the  Marquess  of 
Twecddale. 
By  kind  permission  of 
Peter  Morris,  Esq. , 
Yester  House,  Midlothian. 
Photograph  by 
National  Museum  of 
Antiquities  of 
Scotland,  Edinburgh. 
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No  one  has  made  a  greater  contribution  to  the  con- 
temporary art  scene  in  Scotland  than  Richard  Demarco. 
His  unquenchable  vitality,  enterprise  and  extravagance 
have  offered  an  antidote  to  the  staidness  and  pusillani- 
mity  of  the  Edinburgh  Festival.  He  has  been  described 
•  W  by  Michael  Shepherd,  art  critic  of  the  Sunday  Telcgrapli 
as  'That  non-stop,  wall  to  wall,  round  the  clock  poet 
and  visionary,  whom  I  tip  for  Minister  of  Arts  and 
Environment  in  ten  years'  time'. 

He  was  born  in  Edinburgh  in  1930,  a  third-genera- 
tion Italo-Scot.  I  feel  a  responsibility  as  the  last  remain- 
ing member  of  the  Roman  sixth  legion,  whose  duty  it 
was  to  bring  Scotland  into  the  civilized  world.  I  have  a 


right  to  describe  myself  as  indigenous  because  my  for- 
bears were  here  for  400  years.  Demarco  means  son  of 
Marcus.  Possibly  the  Emperor  Marcus  Aurelius  had 
Demarcos  as  his  followers.  My  family  is  Roman.  I  can 
trace  the  whole  thing  back  to  a  little  village  set  up  by 
soldiers  south  of  Rome'. 

In  1936  Demarco  made  his  first  flight  in  an  aero- 
plane from  Portobello  sands:  'It  was  after  that  exper- 
ience  that  I  made  my  first  drawing'.  In  1940,  as  a  child 
^J^J  playing  on  Portobello  sands,  he  witnessed  the  first  air 
raid  of  the  war  -  on  the  Forth  Bridge.  'This  was  my 
first  experience  of  the  large-scale  "dramatic"  event'. 
He  attended  Holy  Cross  Academy  (no  longer  in 
existence),  the  only  Roman  Catholic  school  for  child- 
^  rcn  in  Edinburgh.  'I  was  captain  of  school,  captain  of 

rugby,  captain  of  cricket,  opening  bat,  opening  bow- 
let,  he  chants  in  a  kind  of  muscular-Christian  litany.  'I 
*  only  became  captain  of  this  and  that  because  I  felt  like 

welding  the  whole  structure  of  the  school  together, 
^^^j       and  I  knew  I  would  carry  no  weight  there  as  an  artist 
alone'. 

He  graduated  from  Edinburgh  College  of  Art  in 
1952.  His  own  drawings  are  sensitive  and  fairly 
traditional  in  style:  often  Edinburgh  scenes  in  the 
'nooks  and  crannies'  manner  of  Jessie  M.  King.  He  is 
respected  as  an  artist  -  in  1970  Editions  Alecto  published 
a  suite  of  five  etchings  by  him  -  but  there  is  in  his 
graphic  work  none  of  the  avant-garde  so  often  to  be 
found  in  his  gallery.  As  he  wryly  observes:  'I  shall 
never  be  exhibited  at  the  Demarco  Gallery:  it's  too 
high-powered  for  me'. 


1 .  Richard  Demarco. 
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His  military  service,  from  1954-56,  was  in  the  King's 
Own  Scottish  Borderers  -  'the  Educational  Corps, 
where  I  educated  the  officers.  I  have  a  great  respect  for 
the  army  way  -  its  discipline  and  the  fact  that  it  deals 
with  the  very  edge  of  reality,  literally  a  life-or-death 
situation.  For  the  same  reason  I  am  interested  in  the 
police.  Without  them,  art  could  not  exist:  we'd  all 
have  to  be  soldiers  or  policemen.  I  am  hoping  to 
organize  cultural  events  involving  the  police  at  this 
year's  Festival;  and  I  hope  that  pictures  may  go  on 
show  in  police  stations,  turning  them  into  art  galleries.' 
From  anyone  else,  the  idea  would  sound  preposterous; 
but  when  Demarco  says  it,  one  feels  there  is  sonic 
chance  that  it  may  happen. 

From  1956  to  1967,  he  taught  art  at  Duns  Scotus 
Academy,  a  Roman  Catholic  private  school  for  boys 
from  five  to  eighteen  years  old.  'The  most  agonising 
profession  in  the  world  is  that  of  school  teacher.  I 
began  to  distrust  academic  processes  of  thought.  I 
understood  the  meaning  of  "visual  illiteracy".  I  knew 
I  was  the  most  important  teacher  in  the  school.  I  am 
still  a  teacher,  as  you  can  see'. 

In  August,  1966,  he  founded  the  Richard  Demarco 
Gallery.  It  is  now  a  non-profit-making  distribution 
company  limited  by  guarantee  and  receives  financial 
support  from  the  Scottish  Arts  Council  and  the  associa- 
tion of  'Friends'  of  the  Demarco  Gallery.  Through 
many  exhibitions  and  artistic  activities,  the  gallery  has 
established  an  international  reputation  as  an  art  centre: 
it  is  considered  the  Institute  of  Contemporary  Arts  of 
Scotland.  In  1967  he  presented  the  Edinburgh  Festival 
with  its  first  official  exhibition  of  contemporary  art, 
'The  Edinburgh  Open  100',  in  collaboration  with  Sir 
Norman  Reid,  Sir  Roland  Penrose,  and  David  Baxen- 
dall.  In  1968  he  organized  the  'Canada  101'  show  for 
the  Festival,  in  collaboration  with  the  Canada  Council 
and  the  art  galleries  of  Toronto,  Vancouver  and 
Montreal.  'Strategy  -  Get  Arts'  was  the  palindromic 
title  devised  for  the  contemporary  art  exhibition  he 
brought  from  Diisseldorf  in  1970.  In  the  same  year,  he 
executed  a  sixty-five  foot  mural  for  the  Old  Course 
Hotel,  St.  Andrews.  It  was  again  his  initiative  which 
brought  to  Edinburgh  in  1972  a  Polish  theatre  com- 
pany with  Tadeusz  Kantor's  production  of  Witkie- 
wicz's  The  Water  Hen;  contemporary  Polish  art  was 
shown  at  the  gallery.  Demarco  was  one  of  the  founders 
of  Edinburgh's  avant-garde  Traverse  Theatre  and  was 
Vice-Chairman  of  its  Committee  of  Management  from 
1963  to  1967. 

In  October,  1972,  he  was  appointed  Director  of  the 
Scottish  International  Education  Trust,  at  the  invitation 
of  Sean  Connery  and  Sir  Iain  Stewart.  The  Trustees 
include  Jackie  Stewart,  the  world  motor  racing  cham- 
pion, 'who  I  think  is  a  good  sculptor  -  how  do  you 
create  sculptures  at  100  m.p.h.?'  The  Trust,  which  is 
endowed  with  one  million  dollars  from  Connery's 
James  Bond  films,  has  the  primary  aims  of  educating 
Scots  and  others  in  all  aspects  of  Scottish  life;  promot- 
ing Scottish  cultural  and  other  events;  and  helping 
others  to  achieve  these  aims. 

Demarco  enjoys  philosophising  about  his  role.  'I  am 
interested  in  anything  at  all  with  a  creative  spirit  trying 
to  communicate  with  the  apparently  irrational  forces 


2.  Richard  Dcmarco. 
Edinburgh  from  the 
Calton  Hill,  1971. 


which  resist  artistic  truth  -  that  which  is  not  palatable 
in  straightforward  terms.  The  right  I  have  to  set  myself 
up  as  a  power  in  these  matters  is  that  I  spend  almost 
twenty-four  hours  a  day  considering  them.  I  would  be 
destroying  myself  if  I  made  a  wrong  judgment;  I'm 
performing,  I  make  decisions  which  have  to  be  right. 
Like  an  airline  pilot,  I  cannot  afford  to  make  a  major 
error:  too  many  lives  depend  on  it.  I  have  more  than 
ever  at  the  age  of  forty-two  a  sense  of  responsibility  to 
tht  best  artists  I've  known  in  the  last  few  years.  My 
gallery  is  not  giving  them  enough.  Maybe  now  I'm 
Director  of  SIET,  I'll  be  able  to  do  something. 

'The  basic  dilemma  can  be  expressed  in  a  parable:  if 
there  were  a  fire  and  you  could  save  a  Rembrandt  or 
the  cat,  which  would  you  save?  It  was  Giacometti  who 
put  that  question  to  me.  He  said  he  would  save  the  cat 
and  added,  "when  I  got  out  I'd  let  the  cat  go,  because  I 
can't  stand  them"  ' !  As  I  never  presume  to  know  more 
about  art  than  the  great  artists,  I  must  give  great  con- 
sideration to  what  Giacometti  was  trying  to  say.  I 
think  what  he  was  trying  to  say  is  that  the  only  object 
or  expression  of  man's  spirit  which  can  possibly  ex- 
plain or  defend  the  mystery  of  all  life  is  the  sublime  art 
object  -  not  philosophic  statements  or  the  doctrines  of 
politicians  or  sociologists,  economists  or  soldiers. 
Finally  we  are  saved  by  the  touch  embedded  in  great 
works  of  art.  He  was  simply  giving  a  warning  to  those 
who  don't  realise  why  a  work  of  art  is  profoundly 
important.  Nothing  can  explain  the  mystery  of  life, 
even  the  life  of  a  cat  -  neither  science  nor  logic.  If  we 
listen  to  the  language  of  art,  it's  telling  us  that  all  things 
are  sacred.  So  we  can't  choose  the  work  of  art:  if  we 
do,  it  loses  its  raison  d'etre  -  it  was  created  as  the  only 
way  man  can  celebrate  the  meaning  of  life.  Now  I  get 
ten  times  as  much  from  a  Rembrandt  as  most  people. 


And  in  the  parable,  the  Rembrandt  stands  for  all  the 
three  hundred  exhibitions  I've  presented  and  all  the 
plays  I've  helped  to  present.  But  if  we  don't  defend  the 
cat,  what  is  the  next  stage?' 

Richard  Dcmarco  spoke  of  his  plans  for  the  Festival 
period  this  year.  'Some  people  attack  the  idea  of  any 
Festival.  They  say  "We've  got  the  sick,  the  dying,  the 
poor.  Do  something  for  them  first".  Let  me  say,  then, 
that  my  hopes  for  1973  are  that  for  the  first  time  I  will 
be  involving  not  only  those  who  need  the  sound  of 
Mozart  and  Scarlatti  and  the  sight  of  Rembrandts  and 
Turners  and  Klce  and  Rotliko,  but  old-age  pensioners, 
police,  and  communities  of  underprivileged  people  in 
the  outlying  suburban  areas,  through  the  activities  of 
Edinburgh  Arts  1973,  which  will  be  much  more  than 
a  summer  school.  We  shall  be  re-thinking  the  whole 
conception  of  education  in  twentieth-century  terms, 
and  suggesting  that  education  can  happen  only  through 
involvement  in  the  creative  act. 

'I've  decided  to  re-think  the  patronage  and  respon- 
sibility I  have  on  behalf  of  my  artists  to  communicate 
with  all  sections  of  society  who  don't  seem  to  need  or 
want  the  sublime  art  experience.  So,  for  example,  I  am 
going  to  bring  Louis  Kahn,  perhaps  the  world's  great- 
est architect,  to  Edinburgh,  not  so  the  students  can 
receive  academic  explanation  of  his  work  and  genius, 
but  simply  that  they  may  know  him,  observe  him,  and 
perhaps  work  with  him.  And  I'm  inviting  Lindsay 
Anderson  and  Dusan  Makejevef,  the  director  of 
W.  R.  Mysteries  of  the  Organism,  to  represent  the 
world  of  creative  film-making.  The  students  will  be 
able  to  observe  how  these  artists  work  in  relation  to  the 
reality  of  Edinburgh.  A  film  may  be  made  involving 
them.  Peter  Cook  of  the  ICA  will  also  be  coming  up 
to  be  part  of  the  seminars  and  workshop;  and  I  hope- 
that  Lynn  Seymour  of  the  Royal  Ballet  and  Stuart 
Hopps  of  the  Scottish  Theatre  Ballet  will  be  encourag- 
ing the  students  to  start  each  day  with  dancing  for  an 
hour  and  a  half. 

'I  also  want  to  involve  people  in  a  tourtccn-hour 
walk  over  the  seven  hills  of  Edinburgh,  where  they  will 
not  only  enjoy  the  panoramic  views,  but  also  the 
experience  of  sustaining  themselves  in  the  pubs  on  the 
way,  including  the  thirteenth-century  'Sheep's  Heid' 
inn  at  Duddingstonc  and  the  'Hunter's  Tryst'  at 
Swanston,  where,  according  to  Stevenson,  the  Devil 
danced  one  night. 

'I've  suggested  to  the  Lord  Provost  that  my  artists 
commandeer  a  bus,  which  can  or  should  still  be  used 
to  carry  working  people  in  Edinburgh  to  and  from 
their  places  of  work  and  houses,  but  can  also,  with  the 
help  of  the  artists,  transmit  visual  or  oral  art.  I  will  also 
be  asking  questions  of  the  250,000  visitors  to  the 
Festival  -  'Are  you  polluting  this  city  by  your  pre- 
sence?' (by  bringing  in  too  many  cars),  'Have  you 
bothered  to  make  the  fourteen-hour  walk',  and  so  on. 

Demarco  himself  is  going  to  talk  on  the  Arthurian 
Legends.  'My  favourite  fairy  tale  is  that  of  Arthur, 
because  it  warns  me  that  even  when  you  e  achieved 
your  Utopia  it  will  probably  be  destroyed  it  its  climax, 
and  possibly  by  those  you  trusted  most.  As  I  endeavour 
to  build  my  Camelot,  the  Italian  in  me  tells  me  to 
beware'. 
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Twenty-fifth  Delft 
Antique  Dealers'  Fair 

Prinsenhof  Museum.  August  jo  —  September  lg 

\  selection  of  exhibits  which  include  for  the  first  time  silver  loaned  from  the  collection 
of  Her  Majesty  The  Queen  of  The  Netherlands 


KUNSTHANDEL  P.  DE  BOER  N.V. 

Jacques  Savery. 

Landscape  with  hunter. 

Copper  12  x  21  cm.  16th  century. 


S.  STODEL. 

Two  Delft  earthenware  jugs  with 
original  silver  lids;  silver  tureen  with 
cover,  hallmark  Delft. 
Signed  AK  (Adrianus  Kocks). 
End  17th  century. 


S.NYSTAD.  A.  C.  BEEL1NG. 

Joost  de  Momper.  Wintry  scene.  Brass  chandelier  with  24  lights. 

With  figures  by  Jan  Brueghel.  Holland.  End  17th  century. 
L  65JX  I04i  cm.  Antwerp  1564-1635. 


J.  DIRVEN. 

Walnut  Madonna  and  Child. 

Cologne  f.1300  A.D.  with  17th  century 

polychrome.  Height  122  cm. 
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The  American  tray  with  Art 


Joseph  T.  Butler 


The  1920'*  and  1930's  reassessed  in  Texas 

Ifate  exhibitions  were  presented  in  Texas  which 
dealt  with  art  and  architecture  during  the  1920's 
and  1930's.  Tw  o  of  these  were  organised  by  the 
Dallas  Museum  of  Fine  Arts  and  presented  under 
that  institution's  auspices.  1930's  Expositions  sur- 
veyed American  exposition  architecture  of  this 
period.  It  was  particularly  meaningful  that  it  was 
mounted  in  Dallas  and  presented  in  the  New 
Dimensions  l'avillion  of  the  State  Fair  of  Texas. 
The  Texas  Centennial  Exposition  of  1936  had  an 
impact  unlike  many  others;  some  of  the  major 
buildings  constructed  at  that  time  still  survive  and 
arc  and  as  city  museums  or  as  State  Fair  exhibit 
buildings.  This  exposition  actually  served  as  an 
important  landmark  in  the  development  of  the 
city  of  Dallas. 

1930's  Expositions  was  organized  by  Arnold  L. 
Lehman,  an  architectural  historian  from  New 
York  City.  Through  an  excellent  choice  of 
photographic  material,  Mr.  Lehman  presented  an 
intimate  picture  of  'The  Streamlined  Decade'. 
Surveyed  were  A  Century  oj  Progress  held  in 
Chicago  in  1933,  the  California-Pacific  Expo- 
sition in  San  Diego  in  1935,  the  Texas  Centennial 
Exposition  held  in  Dallas  in  1936,  the  Golden 
Gate  International  Exposition  in  San  Francisco 


in  1939  and  the  New  York  World's  Fair,  the 
World  of  Tomorrow,  held  the  same  year.  It  is 
almost  incomprehensible  today  to  think  of  lavish- 
ing so  much  thought,  time,  and  money  on  fairs  in 
such  a  brief  period.  A  handsome  catalogue,  with 
many  important  photographs  reproduced,  has 
been  published. 

Concurrent  with  Expositions  the  Dallas  Museum 
presented  Geometric  Abstraction:  1926-1942.  This 
was  a  relatively  unique  exhibition,  concentrating 
as  it  did  on  a  phase  of  painting  between  the  two 
wars  which  has  often  been  overlooked.  The  point 
of  the  show  composed  of  59  geometric  paintings 
or  constructions  by  30  artists  was  to  show  import- 
ant developments  in  Europe  and  America  during 
the  1930's.  The  show  was  organized  by  Robert 
M.  Murdock,  Curator  of  Contemporary  Art  at 
Dallas.  In  his  introduction  to  the  handsome  and 
beautifully  illustrated  catalogue,  Mr.  Murdock 
writes: 

'Geometric  abstraction  oj  the  1930's  is  characterized 
by  clecticism  -  it  incorporates  a  wide  variety  of 
forms  and  images.  A  geometric  painting  of  this 
period  may  range  from  the  present  arrangement 
of  lines  on  a  white  surface  to  a  flamboyant 
composition  involving  complex  relationships  of 
shapes  and  colours.  The  decade  of  the  '30's  saw 


a  relaxation  and  merging  of  earlier  modes  and 
disciplines  of  abstraction,  including  Cubism, 
De  Styl,  Constructionism  and  the  Bauhaus'. 

Some  of  the  major  painters  included  were 
Albers,  Sophie  Taeuber-Arp,  Mondrian,  Kan- 
dinsky,  Moholy-Nagy,  Bruce,  Delauney,  Kupka 
and  Herbin. 

The  third  Texas  exhibition  to  be  reviewed  here 
surveyed  the  art  of  the  preceding  decade,  the  1 92o's. 
It  was  entitled  Not  So  Long  Ago,  Art  of  the  1 920' s 
in  Europe  and  America.  This  was  organized  by  the 
University  of  Texas  at  Austin  and  held  in  the 
University  Art  Museum.  George  S.  Heyer,  Jr.  of 
Austin  was  the  guest  curator  of  the  show  and  it  is 
he  who  wrote  the  excellent  catalogue.  There  was 
great  exchange  between  intellectuals  in  Europe 
and  America  during  this  period  and  this  is  one  of 
the  important  facets  treated  by  this  show.  It  was 
a  period  of  great  change  and  this  is  clearly  reflect- 
ed in,  again,  the  eclectic  nature  of  the  artists 
included.  It  is  interesting  to  compare  the  work 
of  artists  who  arc  living  today,  to  what  they  were 
producing  then.  In  all,  this  was  an  excellent  con- 
tribution and  it  is  fitting  that  institutions  in 
Texas  should  recognize  this  period  which  was  so 
important  in  the  development  of  that  state's 
cultural  institutions. 


pilll^KEBfiE' 


1.  Edward  Hopper. 
From  Williamsburg  Bridge, 
oil  on  canvas,  1928. 

The  Metropolitan  Museum  of  Art,  George  A.  Hearn  Fund. 


3.  Henri  Matisse. 
Seated  Nude, 
bronze,  1925. 

The  Baltimore  Museum  of  Art,  The  Cone  Collection. 


2.  Sophie  Taeuber-Arp. 
Schematic  Composition, 
oil  on  wood  and  construction  board,  1933. 
Museum  of  Modern  Art,  Neiv  York. 


4.  Posset  Pot, 

Staffordshire,  slipware,  dated  1705. 

The  Metropolitan  Museum  of  Art,  Rogers  Fund. 


6.  Armorial  Sack  Bottle, 

Lambeth  or  Southwark  Delftware,  dated  1647. 
Nelson  Gallery-Atkins  Museum,  Kansas  City, 
the  Burnap  Collection. 


5.  Basket  and  Stand, 

probably  Leeds,  cream  ware,  c.  1780. 

Mrs.  D.  C.  Ashley,  San  Francisco. 


7.  Fluted  Dish, 

Chelsea,  soft-paste  porcelain 

(painting  attributed  to  J.  H.  O'Nealc),  c.  1754. 

Anonymous  loan. 


Uncommon  Clay 

A  fascinating  exhibition  surveying  the  'golden 
period'  of  English  ceramics  was  held  by  the  M.  H. 
De  Young  Memorial  Museum  and  the  California 
Palace  of  the  Legion  of  Honour,  San  Francisco. 
Entitled  Uncommon  Clay:  Hie  English  Potter  Prior 
to  the  Industrial  Revolution,  the  show  was  organ- 
ized by  David  Graeme  Keith,  that  institution's 
Curator  of  Decorative  Arts.  Pieces  included  were 
borrowed    from    a    distinguished    group  of 


museums,  dealers,  and  private  collectors.  In- 
cluded were  examples  of  the  basic  categories  of 
ceramics:  earthenware,  stoneware,  and  porcelain. 
Earthenware  appeared  in  England  in  Roman 
times,  stoneware  was  introduced  from  Germany 
in  the  late  17th  century  and  soft-paste  porcelain 
made  its  appearance  just  before  the  middle  of  the 
1 8th  century. 

Until  c.  1800  the  production  of  these  wares  was 
relatively  limited  and  the  individual  skill  and 
imagination  of  the  potter  played  an  important 


role  in  the  creation  of  an  individual  piece.  After 
the  industrial  period  fully  developed,  the  potter 
lost  his  individuality  to  mass  production.  Mr. 
Keith  provides  an  excellent  introductory  cata- 
logue and  divides  it  into  concise  sc<  10ns  dealing 
with  the  categories  he  discusses.  It  .  an  excellent 
reference  work  with  much  important  informa- 
tion included.  In  addition,  some  of  the  examples 
chosen  for  the  show,  which  are  illustrated  in  the 
catalogue,  are  indeed  choice. 
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Above. 

8.  Edouard  Vuillard. 

I  'nillard's  Bedroom, 

pasted  on  paper,  c.  1898. 

Mr.  and  Mrs.  Hans  Popper,  San  Francisco. 

Jean-Leon  Gerome  1824-1904 

Another  circulating  exhibition  has  surveyed  the 
work  of  another  French  painter  of  an  earlier  time. 
The  Gerome  show  was  organized  by  The  Dayton 
Art  Institute  (Ohio)  and  was  initially  seen  there. 
It  then  travelled  to  The  Minneapolis  Institute  of 
Arts  and  was  finally  seen  (through  late  May)  at 
The  Walters  Art  Gallery  in  Baltimore,  Maryland. 

In  his  time,  Gerome  was  the  recipient  of 
virtually  every  prize  and  honour  known.  How- 
ever, until  the  present  show,  his  paintings  have 
never  been  assembled  on  a  true  international  scale. 
Indeed,  this  painter  has  been  the  subject  of  much 
vilification  in  more  recent  years.  This  has  been 
influenced,  possibly,  by  the  world-wide  distribu- 
tion of  reproductions  of  Gerome's  works  in 
photogravure.  He  married  the  daughter  of 
Goupil,  a  powerful  art  dealer  and  publisher  and 
his  works  thus  received  his  father-in-law's  per- 
ianal attention  :  he  photogravures  could  never 
do  justice  to  Gerdme's  work  because  brilliant 
coloui  it  cm-  oi  hi  greatest  accomplishments. 

Many  oi  Gerdme's  paintings  are  small  in  scale, 
indeed,  some  of  them  are  almost  miniatures.  The 
wide  subject  matter  of  his  work  indicates  that  he 
was  far  more  than  a  painter  of  harem  scenes,  a 
reputation  which  he  enjoyed  for  many  years. 
Although  ( •<  I  lie  adopted  sculpture  later  in  his 
career,  the  present  exhibition  omits  both  this  and 
drawings.  An  excellent  accompanying  catalogue 
h  is  been  prepared  which  certainly  must  be  the 
best  Itatement  concerning  the  artist's  paintings. 
It  contains  an  excellent  introductory  essay  by 
( Serald  M.  Ai  kerman  and  a  comment  on  Gerome 
as  1  painter  of  Near  Eastern  subjects  by  Richard 
Ettinghauscn. 
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Below. 

9.  Jean-Leon  Gerome. 

King  Candaules, 

oil  on  canvas,  1859. 

Museo  de  Arte  de  Ponce,  Puerto  Rico. 


Edouard  Vuillard  1868-1940 

An  important  travelling  retrospective  exhibition, 
not  previously  mentioned  in  this  column,  was 
devoted  to  the  French  painter  Edouard  Vuillard. 
This  large  and  important  show  originated  in 
Canada  at  the  Art  Gallery  of  Ontario,  Toronto 
and  was  later  seen  in  this  country  at  the  California 
Palace  of  the  Legion  of  Honor  and  the  Art 
Institute  of  Chicago.  The  show  was  organized  by 
Mario  Amaya,  then  Chief  Curator  in  Ontario 
and  more  recently  Director  of  The  New  York 
Cultural  Center.  While  the  work  of  Matisse  and 
Bonnard  has  received  considerable  attention  in 
North  America,  Vuillard  had  been  ignored  to  a 
great  extent. 

Up  until  World  War  I,  Vuillard  was  one  of  the 
most  accomplished  and  advanced  artists  of  his 
generation.  Unfortunately  much  of  Vuillard's 
early  work  is  lost  as  it  took  the  form  of  theatre 
set  designs  which  were  repainted  or  lost.  Graphics 
form  an  extremely  important  part  of  Vuillard's 
and  in  this  show,  almost  all  of  them  were 
assembled.  Also  included  were  a  number  of  the 
artist's  Kodak  snapshots  which  demonstrate  the 
important  impact  which  this  art  form  had  on  the 
painter;  often  a  given  canvas  will  closely  approx- 
imate a  photograph. 

As  a  result  of  this  important  show,  a  magni- 
ficent book  has  been  published  with  a  number  of 
essays  dealing  with  varied  aspects  of  Vuillard's 
life  and  art.  This  book  of  238  pages  is  a  major  art 
historical  contribution  and  offers  fresh  insight 
into  a  fascinating  personality  as  well  as  a  great 
artist. 


Theodore  Robinson  1852-1896 

An  exhibition  of  the  work  of  Theodore  Robinson, 
an  artist  who  has  been  termed  America's  first 
Impressionist,  can  be  seen  through  August  26  at 
The  Columbus  Gallery  of  Fine  Arts,  Ohio.  It  will 
then  have  the  following  schedule :  Worcester  Art 
Museum  (Mass.),  September  19  -  October  28; 
Joslyn  Art  Museum  (Omaha,  Nebraska)  Novem- 
ber 19  -  December  23;  Munson-Williams-Proc- 
tor  Institute  (Utica,  New  York)  January  20  - 
February  24,  1974.  The  show  was  organized  by 
Sona  Johnston,  Assistant  Curator  of  Painting  and 


Sculpture  at  The  Baltimore  Museum  of  Art, 
where  it  was  first  seen.  It  is  the  first  major 
presentation  of  Robinson's  painting  since  1946. 

Theodore  Robinson  was  born  in  Irasburg, 
Vermont  in  1852,  but  spent  most  of  his  childhood 
in  Evansville,  Wisconsin.  His  artistic  abilities  were 
shown  in  early  life;  it  was  not  until  1874  that  he 
began  his  serious,  formal  training,  in  New  York 
City  where  he  enrolled  in  classes  at  the  National 
Academy  of  Design.  As  with  so  many  of  his 
countrymen,  he  was  soon  drawn,  in  1876,  to  study 
abroad,  in  Paris,  first  at  the  atelier  of  the  academi- 
cian, Carolus-Duran,  and  later  briefly  with  Jean- 


Leon  Geromc  and  Benjamin  Constant. 

After  a  trip  to  Italy  where  he  encountered 
James  McNeill  Whistler,  he  returned  to  America, 
spending  the  next  four  and  one-half  years  paint- 
ing, first  at  Evansville  and  then  in  New  York  with 
occasional  visits  to  Boston,  Nantucket  and  Ver- 
mont. Periodically,  during  this  time,  he  worked 
for  John  LaFarge  and,  later,  Prentice  Treadwell 
on  mural  decoration  in  New  York,  Boston,  and 
in  the  fashionable  homes  of  Newport,  Rhode 
Island.  Many  of  Robinson's  paintings  of  the  mid 
and  late  1880's  bear  the  influence  of  this  romantic, 
monumental  style  dictated  by  the  decorators.  In 
1884  Robinson  returned  to  France  where  he 
worked,  with  only  occasional  trips  back  to  his 
homeland,  until  1892. 
A  number  of  his  paintings  of  the  mid-1880's 


show  Impressionistic  tendencies.  In  1888,  the  year 
of  his  meeting  with  Claude  Monet  at  the  small 
village  of  Giverny  in  the  Seine  Valley,  these 
tendencies  were  reinforced  and  for  the  next  four 
years  Robinson  produced  an  array  of  canvases, 
which  explore  the  shifting  play  of  colour  and 
light  on  the  French  countryside.  During  this 
time,  and  undoubtedly  earlier,  Robinson  was  one 
of  the  many  artists  who  relied  on  the  use  of 
photographs  as  preliminary  studies  for  a  number 
of  his  figurative  paintings. 

Determined  to  interpret  the  landscape  of  his 
homeland  in  the  light  of  his  French  experiences, 
Robinson  returned  to  America  late  in  1892. 
Settling  in  New  York,  he  made  periodic  excur- 
sions to  paint  and  to  teach  to  such  locales  as 
Haverstraw  and  Naponoch,  New  York;  Cos 


10.  Theodore  Robinson. 
Two  in  a  Boat,  oil  on  canvas,  1891 . 
The  Phillips  Collection,  Washington,  DC 


11.  Theodore  Robinson. 

Val  D'Arcont'ille,  oil  on  canvas,  c,  1888. 

The  Art  Institute  of  Chicago. 


Cob,  Connecticut;  and  to  Townshend,  Vermont, 
a  final  journey  constituting  somewhat  of  a 
pilgrimage  to  the  place  of  his  birth.  In  many  oi 
the  paintings  done  during  these  last  four  years  of 
his  life,  he  successfully  achieved  a  balance  be- 
tween the  American  Realist  tradition  which  had 
always  been  to  a  greater  or  lesser  degree  present 
m  his  art,  and  the  concern  of  the  French  Impres- 
sionists for  the  elements  of  colour,  light,  and 
atmosphere. 

Robinson  succumbed  to  asthma,  the  illness 
which  had  plagued  him  throughout  his  life,  in 
the  Spring  of  1896  at  the  tragically  young  age  of 
forty-four.  His  was  a  gentle,  understated,  and 
extremely  refined  art.  His  canvases,  seldom 
brilliant  in  colour  are  marked  by  a  sensitive  inter- 
play of  subtle  tonalties.  Although  he  is  numbered 
among  the  first  Americans  associated  with 
Impressionism,  he  was  not  an  imitator,  but  rather 
brought  to  the  movement  his  own,  intensely 
personal  approach. 

Antiquities  from  the  City  of  Benin  and 
from  other  parts  of  West  Africa  in  the 
British  Museum 

by  Charles  Hercules  Read  and  Ormonde  Maddock 
Daltou 

Seventy-two  years  after  its  original  publication 
by  the  British  Museum,  Antiquities  from  the  City 
oj  Benin  remains  a  vital  document  in  the  history 
of  African  art.  Along  with  von  Luschan's 
volumes,  Read  and  Dalton's  work  was  a  pioneer 
in  the  field  -  being  the  first  to  present  many  of  the 
beautiful  Benin  bronzes.  The  irreplaceable  corpus 
of  illustrations  contained  in  this  volume  is 
accompanied  by  a  catalogue  raisonne  of  tre- 
mendous value. 

In  the  text  the  authors  trace  the  history  of  the 
various  tribes  who  lived  in  and  around  the  city 
of  Benin.  The  Ado  or  Beni  were  the  dominant 
people,  having  succeeded  in  extending  their 
influence  to  Warri,  Badagny,  and  Lagos.  As  to 
the  influences  of  other  civilizations  on  the  people 
of  Benin,  the  possibilities  of  Egyptian,  Greek,  and 
Roman  culture  forms  penetrating  far  into  the 
interior  of  Africa  are  brought  out.  From  the 
seventh  century  onward,  Arab  invasions  and 
commercial  activities  spread  Moslem  culture 
through  pagan  districts;  and  the  people  of  Ife, 
whose  seat  lay  to  the  northwest  of  Benin,  pro- 
bably passed  along  some  of  their  artistic  methods 
to  the  Beni. 

When  the  Portuguese  arrived  in  Benin  in  the 
1 470's,  they  discovered  an  extraordinary  sculptural 
tradition,  which  produced  bronze  and  brass 
artwork  by  means  of  the  circ  perdue  -  or  lost 
wax-process,  already  in  progress.  A  detailed 
account  is  provided  of  the  creation  of  the  bronzes, 
whose  vigorous  and  lifelike  character  shows  the 
Bcni's  high  standard  of  accomplishment.  A 
special  chapter  is  devoted  to  Benin  metallurgy, 
with  a  table  showing  the  composition  of  the 
copper  alloys  used  in  the  panels.  Read  and  Dalton 
also  thoroughly  study  the  other  Benin  art  forms, 
including  dress,  ornaments,  weapons,  and  ivory 
carvings.  There  are  superb  illustrations  of  the 
bronze  figures;  ivory  musical  instn  ments,  cups, 
and  other  utensils ;  carvings  of  bell  animals,  and 
trees. 

Antiquities  from  the  City  of  Benin  has  been 
represented  in  facsimile  by  Hacker  Art  Books, 
Inc.,  New  York  City.  This  magnificent  volume, 
20  x  15 \  inches,  is  bound  in  buckram  and  sells  for 
$75.00. 
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Art  despatch  from  Europe 

( ieratd  Schurr 


i .  Musk  i. hi  in  glazed  uthcnware  from 
Beauvaisis. 

Sixteenth  century. 

Musee  dc  Sivrci, 


Sevres 

Ceramics  from  Beauvaisis 

From  earliest  times  the  clay  of  Beauvaisis,  less 
than  one  hundred  kilometres  to  the  north  of  Paris, 
was  found  to  be  suitable  for  the  production  of 
high  quality  ceramics.  The  potters  of  that  region 
in  the  mediaeval  Carolingian  period  were  the 
first  to  paint  decoration  on  terracotta.  The  ex- 
hibition, which  lasts  until  September  3  at  the 
Musce  Ccramique  at  Sevres  (near  Saint-Cloud  on 
the  outskirts  of  Paris),  shows  styles  of  decoration 
up  to  the  end  of  the  eighteenth  century.  It  pro- 
vides admirable  illustrations  of  gradual  changes 
and  revivals  particularly  in  the  decoration  of 
stoneware  which  reached  its  artistic  zenith  during 
the  Renaissance. 

Paris 

China  and  Egypt  in  ancient  times 

Many  examples  of  the  superb  quality  of  Chinese 
culture  of  the  Neolithic  period  are  on  view  at  the 
Petit  Palais  until  September  28.  All  the  items  were 
uncovered  during  excavations  by  official  archaeo- 
logists since  1949.  From  Palaeolithic  tools  (600,000 
years  before  the  Christian  era)  to  the  precious 
silver  ornaments  of  the  Yuan  period  (fourteenth 
century)  the  entire  history  of  the  finest  of  ancient 
civilisations  is  unfolded  by  four  hundred  items 
selected  from  the  most  important  of  all  those 
recently  discovered,  such  as  the  red  and  black 
pottery  of  the  Long-Chan  period  (4,000  B.C.) 
which  is  the  very  prototype  of  forms  made  in 
bronze  or  stoneware  5,000  years  later.  The 
Chinese  organisers  believe  that  anything  of 
aesthetic  value  should  be  used  in  the  service  of 
education,  therefore  this  is  an  artistic  panorama 
which  illustrates  a  very  clearly-marked  historical 
itinerary.  It  follows  the  progression  from  primi- 
tive engraved  decoration  to  the  hazy  ornamenta- 
tion of  Pekin  porcelain,  passing  from  the  repre- 
sentation of  terrifying  genii  to  goddesses  of  mercy 
and  revealing  the  beauty  of  the  'secret  pieces'  of 
ceramics  claimed  by  the  Sung  princes  as  their 
property.  The  unique  and  spectacular  discoveries 
of  this  exhibition  are  a  galloping  horse  in  bronze 
of  the  Han  dynasty,  and,  of  the  Ch'in  period,  the 
shroud  of  the  princess  Teou-Wan,  a  funerary 
coat  made  of  2,156  jade  plaques  interwoven  with 
gold,  found  in  1968. 

Opposite,  at  the  Grand  Palais,  there  is  another 
exhibition  devoted  to  ancient  times,  in  this  case  in 
Egypt,  with  magnificent  objects  from  prehistoric 
eras  -  from  4,000  to  3,100  B.C.  These  objects, 
discovered  intact  in  tombs,  -  knives  of  sculptured 
ivory,  jewels,  vases  of  carved  stone  or  decorated 
terracotta,  jars  for  make-up,  and  statuettes  -  have  a 
distinct  style  which  is  strangely  'modern'  and  is 
the  obvious  precursor  of  the  classicism  of  the 
Egypt  of  the  Pharaohs,  the  brilliance  of  which  has 
for  too  long  distracted  attention  from  earlier 
civilisations  of  peasants  and  fishermen. 


2.  Statue  of  a  man  with  a  beard. 
Egypt  c.  4,000  b  c. 
Stone,  height  50  cm. 
Grand  Palais,  Paris. 


A  tribute  to  Teriade 

In  another  part  of  this  huge  Grand  Palais  a  tribute 
in  colour  is  mounted  to  Teriade  the  great  art 
publisher  who,  from  the  decline  of  Cubism  to 
Chagall,  with  extraordinary  foresight  made  his 
mark  with  the  outstanding  poets  and  painters  of 
his  day  and  founded  in  1937  Verve,  a  periodical 
and  then  a  publishing  firm.  With  the  aid  of  new 
techniques  of  reproduction  he  totally  changed  the 
concept  of  'a  book  of  painters'  and  produced 
works  entirely  devoted  to  one  artist  (Braque, 
Matisse,  Laurens)  from  manuscripts  to  illustrations, 
introduced  new  typography  and  lithography,  and, 
completely  retaining  their  freshness,  reproduced 
the  illuminated  works  of  Pol  de  Limbourg  and 
Jean  Fouquet.  The  results  of  his  technical  im- 
provements are  perfectly  displayed  in  the  museum 
(until  September  3). 
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3.  Poussin. 

The  Death  of  Gcrmanicus, 
On  view  at  the  Louvre. 


Poussin  and  his  contemporaries 

While  redecoration  is  taking  place  at  the  Min- 
neapolis museum  one  of  the  most  famous  of  the 
works  of  Nicolas  Poussin  has  been  lent  to  the 
Louvre  until  October  i.  During  the  classical 
period  it  was  the  source  of  many  copies,  com- 
mentaries and  interpretations.  La  Mort  de  Gcrm- 
anicus, a  canvas  measuring  148  x  198cm.,  was 
bought  in  1948  from  the  descendants  of  Cardinal 
Barberini  who  commissioned  it  from  the  painter 
in  1626.  By  dint  of  skilful  arrangement  of  draw- 
ings, texts,  ancient  bas-reliefs  and  canvases  signed 
by  Poussin  at  the  same  period  we  are  able  to 
follow  all  stages  of  the  development  of  this  most 
important  work.  Numerous  pictures  and  repro- 
ductions also  prove  how  lasting  and  powerful  an 
influence  'Germanicus'  exerted  over  the  contem- 
poraries of  Poussin  and  many  eighteenth  and 
nineteenth  century  artists  from  Delacroix  to 
Gustave  Moreau. 


Public  sales  in  Paris 

All  the  trends  reflected  in  the  public  sales  in  Paris 
in  1972  in  the  various  fields  of  the  art  market  are 
recorded  with  pictures  and  full  descriptions  by 
the  '1973  Guide  to  public  sales  in  Paris,'  published 
as  usual  each  year  by  the  magazine  Connaissance 
des  Arts,  compiled  by  the  team  led  by  Francis 
Spar.  There  are  three  distinct  categories :  objects 
of  international  interest  and  of  museum  quality, 
pieces  in  general  circulation  which  vary  very 
little  in  price,  and,  classified  according  to  type, 
the  many  'specialities'  of  the  world  of  art. 


Mediaeval  Art.  Two  early  works 

At  Cologne  the  exhibition  'Rhine  and  Meuse  - 
Art  and  Culture  from  800  to  1400'  drew  371,000 
visitors.  The  85,000  copies  of  the  catalogue,  which 
was  considered  to  be  a  major  work  of  its  kind, 
were  soon  sold.  A  limited  number  of  a  second 
catalogue  'Rhine  and  Meuse  -  2'  was  issued  con- 
taining some  500  reproductions  (20  in  colour)  to 
serve  as  a  descriptive  complement  to  the  first. 
Together  they  will  form  a  valuable  work  on  the 
subject  in  two  volumes  (to  be  published  on 
December  1 ;  remittance  until  August  31,23  DM. 
including  postage  and  VAT  to  Museum,  Kolumb- 
strassc  5,  5  Cologne  1,  West  Germany). 

Another  work  by  two  specialists  Jacqueline 
Boccador  and  Edouard  Bresset  'Statuaire  mcdic- 
vale  de  collection'  describes  600  sculptures,  dating 
from  the  Haute  Epoque,  all  of  the  finest  quality 
but  not  hitherto  well  known  since  they  belong  to 
private  collections.  In  an  analysis  based  on  the 
most  careful  judgment  the  authors  offer  the  best 
of  guidance  to  the  ordinary  reader  in  one  of  the 
most  interesting  realms  of  the  history  of  art  (2 
volumes,  657  illustrations,  100  in  colour;  425 
francs  Editions  Les  Cles  du  Temps,  68  faubourg 
Saint-Honore,  Paris  8Iemc). 

Bale 

Roy  Lichtenstein 

Until  September  30  the  Galerie  Bcyeler  (Baum- 
leingasse,  9)  is  showing  works  of  one  of  the  most 
typical  representatives  of  Pop  Art,  the  American 
Roy  Lichtenstein,  whose  simplified  draughtsman- 
ship 're-invents'  the  mythology  of  our  times. 


4.  Virgin  and  child. 
Fourteenth  century. 

From  the  region  of  Cominges,  Hautes-Pyrcnccs. 
Statuaire  medievalc  de  collection. 
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SCOTTISH  SALEROOM 
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i  and  2.  Scottish  snaphaunce  belt  pistol 
dated  1627,  a  thistle  engraved  at  the  muzzle. 
£7,000  ($16,800).  Sotheby's,  July  17,  1972. 

3.  Gold  pendant  set  with  a  peachstone  carved 
by  Nicholas  Briot  with  a  portrait  of 
Charles  I.  £3,570  ($8,568).  Christie's, 
February  20, 1973. 

4.  One  of  a  pair  of  Scottish  Charles  I 
communion  cups  by  Patrick  Borthwick, 
Edinburgh,  c.  1645.  Two  pairs  were  sold  for 
£21,000  ($50,400)  and  £20,000  ($48,000). 
Sotheby's,  November  30,  1972. 

Edinburgh  schoolmistress's  Baldung 


5.  Engraved  air-twist 
Jacobite  glass  goblet, 
Scinches  high.  £420  ($1,008). 
Christie's,  May  11,  1971. 


6.  Charles  II  silver  teapot  made  for 
Archbishop  Sharp  of  St.  Andrews,  c.  1675. 
£6,000  ($14,400).  Christie's,  November  29, 
1972. 

7.  Pair  of  Queen  Anne  mugs  by  George 
Scott  Junior  of  Edinburgh,  sold  with  a 
salver  by  him.  £2,300  ($5,520).  Christie's, 
February  28,  1973. 


^26,000  record  for  a  Devis 


In  August  [969,  Sotheby's  set  up  a  Scottish  office 
in  1  ihnburgh  under  i  'uncan  McLaren.  In  its  first 
\e.ir  oJ  Operation  -  up  to  August  1970,  works  of 
art  and  antiques  worth  £809,192  ($1,942,060.80) 
passed  through  tbi  Castle  Street  Office.  An  early 
triumph  was  the  discovery  of  a  painting  by  Hans 
Baldung  ll  longed  to  an  Edinburgh  school- 
mistress, who,  though  she  thought  it  of  little 
value,  t'»>k  il  to  Duncan  McLaren  after  reading 
ol  Ins  appointment  in  The  Scotsman.  The  painting 

t<  hed  1  new  saleroom  record  for  Baldung's 
k,  £224,000  ($537,600). 

■  ing  year,  to  August  1971,  a 
her  £604,216  ($1,450,118.40)  worth  of  fine 

'  was  discovered.  The  works  sold  included  a 


Canaletto,  The  Piazza  San  Marco  from  Perthshire, 
which  fetched  £28,000  ($67,200).  A  William 
Turner  from  the  same  source,  The  City  of 
Utrecht,  a  64  going  to  sea,  brought  £62,000 
($148,800).  A  Boudin  which  turned  up  in 
Glasgow,  Personnages  snr  la  Plage  de  Trotwille, 
made  £41,000  ($98,400).  A  collection  of  George 
Eliot  manuscripts  from  Blackwood  and  Sons,  the 
Edinburgh  book-dealers,  fetched  £30,500 
($73,200).  A  Louis  XV  gold  and  mother  of  pearl 
snuff  box  by  Jean  Gaillard  reached  £30,500 
($73,200),  and  property  from  the  house  of  Mrs. 
Louisa  Dunbar-Dunbar  of  Elgin  brought 
£10,000  ($24,000).  Naturally  Scotland  has  also 
proved  a  rich  source  of  Victorian  antiques; 


Sotheby's  Belgravia,  have  been  kept  busy. 

In  March,  1972,  a  painting  by  Arthur  William 
Devis  sent  for  sale  by  Sir  Robert  Dent  fetched 
£26,000  ($62,400),  a  world  record  for  the  artist. 
In  November  1972  a  pair  of  Charles  I  com- 
munion cups  by  Patrick  Borthwick  of  Edinburgh 
(described  in  The  Connoisseur,  March  1972)  were 
sold  for  £20,000  ($48,000).  They  were  sent  for 
sale  by  the  Kirk  Session  of  St.  Mary,  Haddington. 
An  identical  pair  by  the  same  maker  fetched 
£21,000  ($50,400).  Sotheby's  first  Scottish 
country-house  sale,  at  Stobo  Castle,  formerly  the 
property  of  the  Countess  of  Dysart,  totalled 
£114,476  ($274,742.40)  over  two  days.  A  sale 
which  attracted  international  attention  was  of  a 
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' .  George  II  Royal  Race  prize  teapot  by 
lames  Ker,  Edinburgh  1736.  £38,000 
191,200).  Christie's,  July  5,  1972. 

,      9.  Chinese  export-ware  plate  painted  in 
famille  rose  enamels  with  two  kilted 
Scotsmen.  Ch'ien  Lung,  diameter  9  inches. 
£2,600(56,240).  Sotheby's,  February  27,  1973. 

0.  Pair  of  Scottish  all-steel  flintlock 
telt  pistols  by  John  Campbell  of  Donne, 
aid  eighteenth-century.  £  1 ,680  (S4.03 2) . 
-hristie's,  December  4,  1972. 


1 1.  George  III  mahogany  angle 
barometer  by  lialthasar  Knie  of 
Edinburgh,  1787. 
Sotheby's,  July  6,  1973. 

(Still  unsold  at  time 
of  going  to  press.) 

12.  Glass  paste  portrait 
medallion  of  John  Millar  (173  5- 
1801),  Professor  of  Law  at 
Glasgow,  by  James  Tassic  of 
Glasgow.  £100  ($240). 
Sotheby's,  January  15,  1968. 


13.  Letter  from  Robert  Uurns  to  his 
father-in-law,  James  Armour.  £890  ($2,136). 
Christie's,  May  19,  1971. 


14.  Alexander  Nasmyth.  An  Extensive  view 
of  Brechin  Castle  from  across  the  river,  34  x  54 
inches.  To  be  sold  by  Sotheby's  at 
Glcneaglcs,  August  31,  1973. 


15.  A.  Thorbum.  Black  game,  18^  x  27J  inches. 
To  be  sold  by  Sotheby's  at  Gleneaglcs, 
August  31,  1973. 


'rices  for  Scottish  eolourists  soar 


Gold  teapot  by  Edinburgh  maker  for  -£38,000 


I  Iftcen-piece  Meissen  coffee-scrvicc  from  a 
JOumfries  owner  on  November  7,  1972.  The 
jDtal  of  £73,100  ($175,440;  included  a  world 
jecord  for  a  piece  of  Meissen,  £40,000  ($96,000) 
iDr  the  coffee-pot  and  cover  painted  in  Augsburg 
fy  Sabina  Aufenwerth. 

Sotheby's  office  in  Scotland  is  at  19  Castle 
Itreet,  Edinburgh.  They  will  be  holding  their 
ual  Scottish  sale  at  Gleneagles  Hotel  in 
rthshire  on  August  30  and  31.  On  August  30 
ere  will  be  firearms,  bronzes,  silver,  ship 
odels  and  porcelain,  as  well  as  the  fine  set  of 
gpipes  illustrated  here.  On  August  3 1 ,  paintings 
the  eighteenth,  nineteenth  and  twentieth 
turies  will  be  sold,  including  works  by  the 


Nasmyth  family,  S.J.  Pcploc  and  Sir  John  Lavcry. 

Christie's  experts  note  that  there  have  been 
enormous  increases  in  price  for  the  work  of 
Scottish  eolourists.  A  sale  in  May,  1972,  con- 
tained a  good  colllection  of  works  by  these 
artists,  formed  by  Sir  Thomas  Jaffrey  of  Aber- 
deen. A  record  £3,360  ($8,064)  was  paid  for 
Tlie  Smallholding  by  Henry  Herbert  La  Thangc. 
A  record  £2,100  ($5,040)  was  obtained  for  Still 
Life  with  Chrysanthemums  by  Leslie  Hunter. 
Apple  Blossom  by  Edward  Atkinson  Homel  sold 
for  £i,995  ($4,788). 

In  1972  Christie's  sold  a  George  II  Royal  Race 
prize  gold  teapot  made  by  James  Ker  of  Edin- 
burgh in  1736,  formerly  the  property  of  the  Rt. 


Hon.  Michael  Noble,  for  £38,000  ($91,200).  The 
teapot  was  awarded  for  the  King's  Plate,  Leitli, 
1736.  In  November  they  sold  a  Charles  II  teapot 
which  was  made  for  Archbishop  Sharp  of  St. 
Andrews  c.  1675  for  £6,000  ($14,400).  The 
teapot  -  the  earliest  piece  of  silver  ever  sold  by 
Christie's  -  is  in  the  form  of  a  mitre  ?nd  bears 
Archbishop  Sharp's  arms.  He  was  assassn  a  ted  on 
Magus  Moor  in  1679.  As  he  was  a  great  ivouritc 
of  Charles  II  and  spent  much  time  in  L  ndon,  he- 
may  have  had  the  teapot  made  for  the  King. 

In  February  1973  Christie's  sold  a  collection  of 
Stuart  relics  belonging  to  the  Hon.  Mrs.  Rhys. 
The  collection,  formed  by  Major  Cyril  Sloane- 
Stanley,  sold  for  £17,350  ($41,640).  It  included  a 
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16.  A  selection  of  bottles  from  the  cellars  (if 
Fasque,  the  Scottish  home  of  the 
Gladstone  family.  The  Fasque  bottles 
totalled  £7,230  ($17,352). 

Christie's,  June  15,  1972. 

17.  The  Scott  Memorial,  Edinburgh,  under 
1 1  instruction.  One  from  a  volume  of  35 

1  .il<  1  types  taken  by  David  Octavius  Hill  and 
Uobert  Adamson.  The  volume  fetched  £6,000 
(Si4,400).  Sotheby's  Belgravia,  May  25,  1973. 

18.  John  F:rederick  Herring,  Senior,  and 
I  Ienrv  Bright.  A  meeting  of  deerstalkers. 
Signed  J  F.  I  lerring  1X52  and  H.  Bright  1858. 
£s.2so($i2, 500).  Christie's,  June  15,  1973. 


19.  George  Napier.  The  Confederate  armed 
cruiser  'Shenandoah' .  Signed  and  dated  1865. 
34!  x  63  inches.  The  ship  was  ordered  in 
1862  and  built  by  Alexander  Stephen  and  Son 
for  Robertson  &  Co.  of  Glasgow.  The 
picture  was  sent  for  sale  by  Upper  Clyde 
Shipbuilders.  £1 1,200  ($26,800). 
Sotheby's,  August  25,  1972. 

20.  Sir  John  Millais.  Two  Bairns  (portrait  of 
Frederick  and  Mary  Phillips  in  Highland 
dress).  Signed  and  dated  1888. 

Sent  for  sale  by  Mr.  E.  G.  Millais,  the 

artist's  grandson.  £9,450  ($22,680).  Christie's, 

June  15,  1973. 


21.  One  of  a  pair  of 
high-backed  armchairs  by 
Charles  Rcnnie  Mackintosh. 
Height  545  inches,  c.  1905-10. 
£4,200  ($10,080). 
Sotheby's  Belgravia, 
March  28,  1973. 

22.  A  stand  of  Great  Highland  bagpipes  by 
P.  Henderson,  Glasgow.  Formerly  the 
property  of  Pipe-Major  John  Grant. 
To  be  sold  by  Sotheby's  at  Gleneagles  on 
August  30,  1973. 


Burns  relics  return  from  America 


Gladstone  and  Glamis  Castle  cellars  dispersed 


drop-shaped  puuiint  set  with  a  peachstone 
carved  by  Nichol  s  Briot  with  a  portrait  of 
(Juries  I:  tins  fetched  £3,750  ($8,568).  A  fine 
example  of  Jacobir-  glass  sold  recently  at 
Christie's  was  an  engraved  air-twist  goblet 
eight  and  .1  h  ill  im  lies  high  which  fetched  £420 
($1,008)  on  May  II,  1971. 

(  hie  sale  of  p  articular  Scottish  interest  reversed 
the  usual  tendency  for  works  of  art  and  historic 
mil  1  i  t  to  leave  Scotland  for  America.  The 
Mildred  C.  Esty  collection  of  manuscripts, 
printed  books  and  relics  of  Robert  Burns  from 
Ardmnrc,  Pennsylvania,  was  brought  to  London 
and  sold  for  a  total  of  £17,398  ($41,755.20). 
Many  of  the  items  were  bought  by  the  Trustees 
>f  the  Burns  Monument,  who  spent  £10,310 


($24,744).  Other  manuscripts  and  books  were 
bought  by  the  Edinburgh  book  dealer  John  Grant. 

In  December  1971,  Mrs.  Home  Robertson  of 
Paxton,  Berwickshire,  sold  a  number  of  pieces  of 
furniture  for  a  total  of  £4,888  ($11,731.20). 
These  included  some  well  documented  pieces  of 
Chippendale  furniture  made  specially  for  Paxton, 
and  sold  with  the  original  accounts  covering  the 
period  March  to  August  1774.  Mrs.  Home 
Robertson  also  sold  a  set  of  four  Regency 
mahogany  bergcics  or  Uxbridgc  chairs  made  by 
William  Trotter  of  Edinburgh,  for  £735 
($1,764)  (sec  the  article  in  this  issue  by  Francis 
Bamford). 

The  contents  of  the  cellars  of  Glamis  Castle 
were  sold  at  Christie's  by  the  Earl  of  Strathmore 


for  a  total  of  £8,349  ($20,037.60).  Six  magnums 
of  1870  Chateau  Lafite  fetched  £570  ($1,368).  hi 
June,  1972,  Christie's  sold  the  contents  of  the 
cellars  of  Fasque,  the  Scottish  home  of  the 
Gladstone  family,  for  a  total  of  £7,230  ($17,352). 

In  December  of  the  same  year  they  sold  an 
important  collection  of  Scottish  arms  and 
armour  formed  by  the  late  Dr.  Charles  A. 
Hepburn  of  Glasgow,  a  keen  collector  and  well 
known  in  the  whisky  industry.  The  sale,  which 
totalled  £35,376  ($84,802.40),  included  dirks, 
swords,  pistols,  a  sword  by  Walter  Allen  of 
Stirling,  and  a  pair  of  Scottish  all-steel  flintlock 
belt  pistols  by  John  Campbell  of  Donne  which 
sold  for  £i,68o  ($4,032). 

Bevis  Hillier 
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HILL  ADAMSON. 

Elizabetli  Johnstone,  the  Beautiful  Fishwife, 
Calotype,  c  184^. 


Early  Photographs 

and  Early  Photographers. 

A  Survey  in  Dictionary  form. 

By  Oliver  Mathews. 

198  pages,  252  illustrations. 

London:  reedminster  publications. 

Photography,  in  the  phrase  used  by  economists 
and  their  ilk,  is  now  a  'growth  area'.  New 
York's  Museum  of  Modern  Art  has  a  long  and 
honourable  record  in  the  activities  of  their  photo- 
graphy department  and  photographic  exhibi- 
tions. As  long  ago  as  1955,  one  of  the  greatest 
photographers  of  the  20th  century,  Edward 
Stcichen,  organised  there  one  of  the  most  popular 
photographic  exhibitions  ever,  which  has  been 
extensively  toured:  The  Family  of  Man.  In 
retrospect  this  exhibition,  with  its  social  message 
that  we  arc  all  brothers  under  the  skin,  a  message 
which  has  yet  to  be  acted  upon  in  practical  terms 
in  the  world  throughout  man's  history,  seems 
sweetly  obvious  and  all  too  idealistic.  No  matter; 
it  was  an  exhibition  of  fascinating  photography. 

In  the  States,  there  are  other  specialist  photo- 
graphic collections;  e.g.  Eastman  House,  and 
galleries.  In  this  country,  the  Photographers 
Gallery  is  only  four  years  old.  The  greatest 
repository  of  photographic  material  is  probably 
housed,  surprisingly  not  at  the  Royal  Photo- 
graphic Society,  but  at  the  Victoria  and  Albert:  a 
collection  of  considerably  over  200,000  original 
prints  and  negatives,  but  limited  by  historical 
considerations.  Moves  are  afoot  for  the  establish- 
ment of  a  National  Photographic  Archive,  and  a 
National  Museum  of  Photography.  The  Tate  has 
just  had  its  first  exhibition  of  photographs  as  such, 
even  if  they  were  photographs  taken  by  the 
artist  Paul  Nash.  In  the  main  auction  houses, 
there  arc  specialist  sales  of  photographs,  cither  by 
early  pioneering  photographers  (e.g.  Julia  Mar- 
garet Cameron)  or  of  historical  interest  (in  June 
this  year  900  guineas  were  paid  for  77  photo- 
graphs of  Nazi  leaders  from  Gocring's  own  col- 
lection at  Christie's).  Historic  cameras  too,  an 
area  for  such  as  the  Science  Museum,  have  now 
become  collector's  items. 

In  Britain,  there  is  no  department  of  photo- 
graphy at  the  Tate,  but  the  Arts  Council  has  set 
up  a  Photography  Committee  and  is  itself 
engaged  in  an  on-going  programme  of  photo- 
graphic exhibitions. 

Photography,  old  and-or  historical  is  reaching 
high  status  in  the  salerooms,  in  ce-  lin  museums, 
and  for  collectors.  Contcmporar  photography 
in  many  areas  has  still  to  make  the  break-through. 

This  long-winded  introduction  is  meant  in  fact 
to  simply  set  in  context  the  air  of  expectation  and 
hope  with  which  this  reviewer  devoured  the  book 
that  is  under  discussion.  I  know  the  pioneering 
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work  in  English  of  such  writers  as  the 
Gcmshcim*.  ftofcwoi  Aaron  Scharf,  Van  Deren 
Coke,  have  read  a  number  of  specialist  mono- 
graphs jikI  exhibition  catalogues.  But  I  am  not  a 
lint,  ud  fell  upon  Oliver  Mathews  for 
further  elucidation  in  a  compilation  of  informa- 
tion m  caMl\  accessible  form,  the  dictionary  entry. 

Bat  he  told  me  little  or  nothing  new,  men- 
tioned h.irdN  anybod)  not  referred  to  already  in 
rc.uhk  available  material.  So  the  interested 
bynun  will  get  little,  and  the  specialist  nothing 
from  Mr.  Mathews. 

His  toureea  Hem  to  have  been  entirely  second* 
ar\  ones,  and  he  is  as  vague  about  dates,  geo- 
graphy etc.  as  some  of  the  sources  he  has  used, 
because  the  scholars  have  not  yet  had  time  to  do 
more  primary  research  on  the  more  obscure 
figures. 

It  is  true  that  the  layout  of  the  book  is  agree- 
able, and  it  is  pleasant  leafing  through  it.  The 
reproductions  are  in  the  main  of  well-known 
photographs,  well  known  that  is  to  anybody  with 
a  minimal  interest  in  the  history  of  photography. 
For  people  primarily  interested  in  the  'aesthetic' 
\  alues  of  the  work  reproduced,  the  short  section 
of  under  10  pages,  'General  Information,  the 
T\  pes  of  Photography,  the  Processes'  will  be  the 
most  interesting  but  even  here  there  are  inade- 
quacies and  confusion  of  language.  Still,  from 
'dambrotype'  to  'woodburytype'  much  informa- 
tion is  given  in  a  concise  manner. 

Mr.  Mathews  though  seems  quite  often  in  an 
effort  to  be  lively  to  end  up  being  obscure.  The 
section  on  prices  is  interesting.  As  the  author 
remarks,  'The  commercial  interchange  of  early 
photographs  is  a  very  new  facet  of  the  wide  art 
world'.  Prices  arc  naturally  already  out  of  date, 
and  in  many  instances  arc  in  any  event  remark- 
ably unpredictable,  as  the  serious  collecting  of 
old  photographs  is  a  relatively  new-  phenomenon. 

In  short,  Mr.  Mathews'  effort,  laudable  in 
intent  as  it  may  be,  merely  points  out  the 
continuing  lack  of  a  usable  and  concise  dictionary 
in  a  confusing  field,  in  which  much  research  is 
still  being  carried  out. 

MARINA  VAIZEY 

John  Nash 

The  Prince  Regent's  Architect. 

By  Terence  Davis. 

1 1 8  pages,  79  illustrations  and 

12  line  drawings. 

Second  impression. 

Newton  Abbott:  david  and  charles. 
£450. 

John  Nash  has  had  few  champions.  Always  the 
loser  in  the  inevitable  contrast  with  the  thin, 
obsessive  Soane,  Nash's  admittedly  cheerful 
buildings  ire  concV  incd  as  deceitful,  careless  in 
ilet.nl,  and  ill-bu  ■!  i  Mr.  Davis  is  prepared  to 
accept  these  criticises  as  a  premise,  something 
which  is  clearly  an  embarrassment.  He  writes  on 
the  first  page  liis  Introduction'.  '.  .  .  because  of 
his  lack  of  toped  for  careful  detail  Nash  may 
have  considered  ''imsclf  fortunate  to  have  been 
born  at  a  time  oi  social  change  when  the  parvenus 
were  more  concerned  with  overall  effect  than 
scholarly  detail  and  when  the  revolt  against  strict 
palladianism  and  Nco-classicism  was  being  waged 
by  the  leaders  of  architectural  taste'.  This  state- 
ment at  once  grasps  the  truth  and  obscures  it. 
firstly  there  is  no  evidence  that  parvenus 
predominated  among  Nash's  patrons;  and  if 
Nash's  detailing  is  careless,  the  blame  cannot  be 


placed  on  their  ignorance.  However,  Mr.  Davis 
is  right  to  emphasise  the  position  of  the  leaders  of 
taste,  for  the  importance  of  Nash's  attitude  to 
detailing  is  in  its  relationship  to  those  of  his 
contemporaries.  The  point  is  not  whether  Nash's 
battlements  at  Killymoon  were  of  oak  (Mr.  Davis 
calls  this 'a  deceitful  note'),  or  the  window  tracery 
at  Kilwaughter  a  'flimsy  gothic  fretwork'  of 
wood,  but  whether  anyone  else  in  1807  would 
have  done  otherwise.  One  may  doubt  it.  Gothic 
tracery  was,  as  Nash  pointed  out,  both  time- 
consuming  and  difficult  to  draw.  It  is  worth 
remembering  too  that  Soane  recommended 
gothic  for  churches  because  of  its  cheapness: 
gothic  piers  could  be  easily  made  of  cast  iron.  For 
example,  Dance  used  cast  iron  for  his  gothic 
hnials  at  Coleorton.  Any  charge  that  Nash's 
materials  are  not  what  they  pretend  to  be  could 
be  levelled  at  any  number  of  his  contemporaries. 

It  is  a  pity  that  Mr.  Davis  does  not  draw  atten- 
tion to  the  fact  that  few  of  Nash's  works  were 
intended  to  appear  the  icing-sugar  confections 
that  they  do  now.  A  lease  quoted  by  Summerson 
shows  that  Nash  desired  that  tenants  of  the 
London  houses  should  every  four  years  'clean, 
recolour  and  rejoint  in  imitation  oj  Bath  stone  the 
outside  stucco  or  mastic  work'  (my  italics).  That 
this  was  carried  into  practice  in  Regent  Street  is 
clearly  shown  in  the  watercolour  reproduced  on 
the  dustcover  of  this  book.  E.  M.  Jope  has  shown 
that  Kilwaughter  was  also  coated  with  'brown 
cement',  and  it  seems  probable  that  brownness 
rather  than  whiteness  characterised  Nash's  work 
in  the  country  as  well  as  in  London.  This  could  be 
claimed  gleefully  as  yet  one  more  deceit  on  Nash's 
part,  but  one  may  wonder  whether  Cumberland 
Terrace  would  seem  so  theatrical  were  it  not 
painted  such  an  unnatural  white. 

Mr.  Davis  has  written  a  book  that  is  both  clear 
and  well-mannered.  It  covers  Nash's  long  and 
various  career  evenly  and  briefly,  with  some 
sympathy,  and  without  superficial  judgements. 
As  an  assessment  of  Nash's  architectural  position 
it  does  not  supercede  Summerson,  whose  book 
Mr.  Davis  acknowledges  made  his  own  possible, 
but,  by  limiting  the  architectural  discussion  of  the 
buildings  he  has  produced  a  book  that  is  easily 
read,  and  informative  on  the  non-specialist  level. 
Architectural  students  will  continue  to  require  a 
re-examination  of  Nash's  buildings  and  ideas, 
both  in  relation  to  the  continent  and  his  con- 
temporaries. With  these  reservations  alone  one 
cannot  but  recommend  the  book. 

RICHARD  EMERSON 

The  Book 

through  Five  Thousand  Years. 

Edited  by  H.D.  L.  Vervliet. 
496  pages,  264  illustrations. 
London:  phaidon  press. 

£20.00. 

This  bulky  volume  was  conceived  as  a  tribute  to 
The  Book  for  publication  during  Unesco's 
International  Book  Year  in  1972.  It  is  in  many 
ways  a  magnificent  production,  designed  and 
printed  in  Brussels,  home  of  one  of  the  world's 
great  libraries:  the  Bibliothequc  Royale,  whose 
former  director  M.  Herman  Liebaers  contributes 
an  Introduction.  Individual  chapters  range  from 
the  Prehistory  of  Books  and  Writing,  to  The 
Book  in  the  Orient,  The  Manuscript  in  the  West, 
and  finally  The  Printed  Book  in  the  West. 
(Bookbinding     is     included  chronologically 


throughout.)  There  is  a  typically  succinct  and 
witty  Afterword  by  Mr.  Ruari  McLean,  Book 
Design  Consultant  and  formerly  Art  Editor  of 
The  Connoisseur,  in  which  he  reminds  us  that 
'Real  books  are  not  less  than  life,  they  actually  are 
life  .  .  .'.  And  this  book  is  no  exception.  It  has 
glamour  (more  than  100  colour  illustrations), 
intelligence  (twenty-five  writers  using  nearly  500 
pages  of  text  set  in  double  columns,  complete 
with  bibliographies,  and  notes)  and,  mercifully, 
faults  (incredibly  there  is  no  index!). 

It  would  seem  that  never  before  has  such  a 
detailed  and  comprehensive  survey  been  at- 
tempted. One  of  those  obvious  gaps  in  publish- 
ing, so  obvious  that  no  one  has  ever  noticed  it. 
Therefore  for  the  information  alone  and  certainly 
in  combination  with  the  wealth  of  illustrations, 
this  book  is  likely  to  be  invaluable  to  anyone 
seriously  interested  in  the  subject. 

DAVID  COOMBS 

Amarna. 

City  of  Akhenaten  and  Nefertiti. 

Key  pieces  from  the  Pctrie  Collection. 
By  Julia  Samson 

1 10  pages,  66  illustrations,  8  colour, 
plans,  maps  and  diagrams. 
Warminster:  aris  and  Phillips, 
for  the  Department  of  Egyptology, 
University  College,  London. 
£8.00. 

Interest  in  Egyptology  has  waxed  and  waned 
with  each  major  discovery;  but  today,  as  more 
and  more  people  are  enabled  to  see  -  even  if  they 
do  not  understand  -  the  vast  treasure  of  this 
small  country,  the  number  wishing  to  be  in- 
formed is  increasing  rapidly. 

There  are  two  outstanding  subjects  which  seem 
to  arouse  lasting  interest.  The  first  of  these  is, 
unquestionably,  the  treasure  of  the  Tutankhamun 
tomb;  and  the  mystery  which  surrounds  the 
circumstances  of  the  young  pharaoh's  death.  The 
second  is  the  cuit  of  the  worship  of  the  Sun  God  - 
or  rather  the  'Disc  of  the  Sun  -  the  Aten',  and  its 
fanatic,  heretical  follower,  Amenophis  IV;  who 
changed  his  name  to  Akhenaten,  which  means 
'serviceable  to  the  Aten',  as  well  as  changing  the 
capital  city  of  Egypt  from  Thebes  (the  modern 
Luxor)  to  El-Amarna,  which  he  called  Akhetaten. 

The  recent  publication  of  Julia  Samson's  book 
'Amarna',  with  its  detailed  description  of  much  of 
the  Petrie  collection  other  than  the  pottery,  is 
therefore  of  considerable  interest  not  only  to 
scholars  and  students,  but  also  to  those  who  find 
the  'Lord  of  the  Two  Lands'  of  1350  -  1347  B.C., 
a  fascinating  study  -  especially  those  interested  in 
monotheistic  religions. 

Akhenaten's  great  'Hymn  to  the  Aten'  which 
is  inscribed  on  the  w-alls  of  the  tomb  of  Ay  at 
Amarna  has  been  likened  to  the  104th  psalm,  and 
also  the  'Canticle  of  the  Sun'  of  St.  Francis  of 
Assissi  which  was  written  some  2700  years  later; 
and,  as  a  matter  of  interest,  after  St.  Francis  had 
visited  Egypt.  It  is  probably  the  most  moving,  as 
well  as  the  most  enlightening  record  of  Akhen- 
aten's monotheistic  creed. 

'Amarna  -  City  of  Akhenaten  and  Nefertiti' 
starts  with  an  Introduction  by  the  Edwards 
Professor  of  Egyptology  at  London  University, 
H.  S.  Smith;  and  is  written  in  his  usual  lucid 
style,  and  scholarly  English.  In  it  he  gives  a  brief 
historical  survey  of  the  period,  and  outlines  the 
object  of  the  book.  His  ability  to  describe  the 
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vast,  complicated  background  to  Akhenaten's 
reign  in  eleven  pages,  including  descriptions  and 
drawings  of  the  site,  is  masterly,  and  also  absorb- 
ing. This  is  followed  by  a  short  section  by  the 
author  called  the  'Significance  of  the  Collection' 
which,  although  interesting  in  itself,  and  vital  as 
information  to  the  main  descriptive  section,  con- 
tains such  bad  English  that,  unhappily  at  first  it 
serves  only  to  irritate.  Page  15,  for  instance 
labours  with  unwieldy  sentences  which  culmin- 
ate with  'The  movement  of  animals  in  this  small 
art  echoes  the  love  of  nature  expressed  on  the 
wall  and  floor  paintings  in  the  palaces  .  .  .'  No 
comment  here  is  needed. 

Surely  life  at  Amarna  was  'cultured'  not  'culti- 
vated'? If  'Collection'  is  to  have  a  capital  letter 
(with  which  I  do  not  agree)  why  not  Egypt- 
ologist? 

On  page  18,  the  sentence  'The  unique  frag- 
ment of  the  two  young  princesses,  early  in  the 
history  of  moulded  glass,  shows  most  of  the 
technique  of  their  craft  and  at  the  same  time  the 
artistry  of  the  pose  portrays  their  youthfulness'. 
Is  it  the  glassmakcrs,  or  the  princesses  whose 
youthfulness  is  portrayed?  It  is  also  a  pity  that 
more  attention  has  not  been  paid  to  punctuation 
throughout. 

However,  once  the  irritation  is  over  it  is 
impossible  not  to  say  that  the  publication  of 
this  large  part  of  the  Petrie  collection  is  excellent, 
and  well  illustrated,  with  good  clear  photographs. 
The  detailed  descriptions  are  well  annotated  in 
the  margins  -  always  a  good  idea  -  and  Julia 
Samson's  long  association  with  the  collection  is 
now  put  to  the  best  possible  use.  There  are  one  or 
two  adequate  colour  plates,  and  to  me,  at  any 
rate,  it  is  pleasing  that  the  exquisite  small  wooden 
figure  with  gold  overlay  from  Qurna  is  shown 
both  in  black-and-white,  and  in  colour. 

The  plates  of  the  monkey  statuettes  (photo- 
graphed in  front  of  a  mirror)  are  as  good  as  the 
text  in  this  section,  and  must  be  among  the  most 
fascinating  pieces  in  the  collection. 

It  is  a  pity  that  the  two  plates  from  the 
Tutankhamun  treasure  are  reproduced  from 
pictures,  and  not  from  the  great  gold  throne  and 
the  ivory  box  themselves;  as  this  gives  them  a 
flatness  out  of  keeping  with  the  rest  of  the  black- 
and-white  plates. 

This  book  must  represent  many  years  of  hard, 
painstaking  research  and  work,  and  except  for 
one  or  two  minor  points  Julia  Samson  can  be 
justifiably  proud  of  the  result. 

R.  J.  L.  WYNNE-THOMAS 

Irish  Georgian  Silver 

By  Douglas  Bennett. 

369  pages,  over  300  illustrations. 

London:  cassell. 

£15.00. 

Irish  Silver  in  the  Rococo  Period 

By  Kurt  Ticher. 

28  pages  text,  105  illustrations. 
Dublin:  irish  university  press. 
£500. 

It  might  appear  unfortunate  that  these  two  titles 
should  have  been  published  at  the  same  time,  but 
in  fact  they  are  both  important  items  of  silver 
literature  and  complement  each  other  and  for  that 
reason  both  should  be  acquired  by  the  silver 
historian  and  collector.  Both  titles  moreover 
cover  ground  which  has  hitherto  only  been 


sparsely  explored  and  therefore  make  essential 
reading. 

Douglas  Bennett's  Irish  Georgian  Silver,  which 
he  has  been  preparing  for  some  years,  covers  the 
great  period  of  the  Irish  silversmiths'  art,  from 
about  1700  to  1830.  Divided  into  five  parts, 
excluding  appendices,  his  chapters  give  the  most 
comprehensive  insight  yet  published  into  the 
activities  of  the  Dublin  Goldsmiths'  Company, 
the  stringent  regulations  governing  it  and  its 
powers.  He  covers  the  different  periods  of  Irish 
silver  work,  from  early  Georgian  to  Regency, 
illustrating  his  text  with  an  interesting  and  wide 
variety  of  objects,  including  even  the  great  Cavan 
Mace  bought  by  the  Ulster  Museum  in  1967  for 
£7,500.  Most  of  the  illustrations,  although  un- 
captioned,  are  fortunately  on  the  same  page  as  the 
text  to  which  they  refer  and  are  of  uniformly 
good  quality,  which  is  of  particular  assistance  to 
the  reader  in  reference  to  the  chapter  on  fakes  and 
forgeries. 

Dr.  Ticher's  Irish  Silver  in  the  Rococo  Period 
differs  from  Douglas  Bennett's  volume  in  format 
and  in  the  period  covered.  Himself  the  possessor 
of  a  distinguished  personal  silver  collection,  Dr. 
Ticher,  who  closely  collaborated  with  the  late 
Dudley  Westropp  in  the  study  of  Irish  silver 
generally,  defines  Irish  Rococo  as  spanning  the 
years  1740  to  about  1780  in  a  very  detailed 
introductory  chapter  011  the  style.  He  con- 
centrates on  four  categories  in  particular:  coffee 
pots,  cream  jugs  and  boats,  sugar  bowls,  dish 
crosses,  rings  and  covers.  The  illustrations,  mostly 
of  Dublin-made  pieces,  not  only  have  the 
advantage  of  having  detailed  captions  but  Dr. 
Ticher  also  shows  interesting  comparisons  with 
relevant  pieces  made  in  London,  Edinburgh, 
Newcastle  and  Sheffield. 

JAMES  STUART 


Boohs  Received 

The  Golden  Road  to  Samarkand 

By  Wilfred  Blunt 

280  pages,  95  illustrations 

40  colour  plates,  5  maps 

London:  hamish  Hamilton 

£5-00 

English  Coinage  600-1900 

By  C.  H.  Sutherland 

232  pages,  numerous  illustrations 

London:  b.  t.  batsford 

£  1 0.00 

John  Piper 

Catalogue  to  an  exhibition  of 
Paintings,  Drawings,  Prints 
and  Illustrated  Books 
Introduction  and  notes  by 
Rigby  Graham 

1 3 1  pages,  numerous  illustrations 
Leicester:  gadsby  gallery 
£12.00 

Contemporary  Art  1942-72 

Collection  of  the  Albright-Knox 
Art  Gallery 

480  pages,  illustrations  with  colour 
London: pall  mall  press 
£10.50 


Courbct :  The  Studio  of  the  Painter 

By  Benedict  Nicolson 
Art  in  Context  Scries 
98  pages,  S3  illustrations 
1  colour  plate 
London:  allen  lane 

£2.25 

The  Sea  Chart 

An  Historical  Survey  based  on  Collections 

in  the  National  Maritime  Museum 

By  Derek  Howse  and  Michael  Sanderson 

144  pages,  60  illustrations 

Newton  Abbott:  david  and  Charles 

£5.95 

Selections  from  the  Norton  Simon,  Inc. 
Museum  of  Art 

Edited  by  David  W.  Steadmtm 
262  pages,  94  illustrations 
6  colour  plates 

Princeton:  Princeton  university  press 
for  the  Art  Museum,  Princeton  University 
£10.00 

The  National  Trust  Guide 

A  Complete  Introduction  to  the 
Buildings,  Gardens,  Coast  and 
Country  owned  by  the  National  Trust 
Compiled  by  Robin  Fedden  and 
Rosemary  Joekes 

688  pages,  numerous  illustrations 
with  colour,  maps 
London :  Jonathan  cape 

Pisanello 

By  Giovanni  Paccagnini 
298  pages,  260  illustrations 
20  colour  plates 
London:  phaidon  press 
£15-00 

A  Treasury  of  Romanesque  Art, 
Metalwork,  Illuminations  and 
Sculpture  from  the  Valley 
of  the  Meuse 

By  Suzanne  Collon-Gevaert , 
Jean  Lcjeimc  and  Jacques  Stieuiiou 
Translated  by  Susan  Waterson 
327  pages,  11  illustrations 
70  colour  plates 
London :  phaidon  press 
,Ci7-50 

Prince  of  the  Renaissance 

The  Life  of  Francois  I 

By  Desmond  Seward 

264  pages,  numerous  illustrations 

with  colour  plates 

London:  constable 

£5 -oo 

Paul  Klee  and  the  Bauhaus 

By  Christian  Geelhaar 

174  pages,  108  illustrations 

24  colour 

Bath:  adams  and  dart 
£8.25 

English  Delftware  Tiles 

By  Anthony  Ray 

287  pages,  794  illustrations 

London:  faber  and  faber 

£12.00 
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British  Sporting  Pictures 

An  exhibition  of  British  Sporting  Paintings  is  to 
be  held  at  the  Hayward  Gallery,  London  in 
December  1974.  It  is  being  sponsored  by  the  Arts 
Council  of  Great  Britain.  In  addition  to  hunting, 
ihooting,  racing  and  coaching  subjects,  it  will 
include  cricketing,  angling,  boxing,  cock  fighting, 
etc.  Information  as  to  the  whereabouts  of  fine 
sporting  pictures  painted  before  about  1850  will  be 
gratefully  received  by:  The  Marquess  of  DufFerin 
and  Ava,  10  St.  James's  Place,  London  swia 

INP. 

Mark  Rothko  Memorial 

As  a  gesture  of  commemoration  for  Mark 
Rothko,  an  annual  travel  bursary  has  been 
founded  for  a  young  artist  from  Britain  to  visit 
America  for  six  weeks:  in  alternate  years  an 
American  will  visit  Britain.  Those  English  artists 
concerned  with  establishing  the  scheme  have 
decided  to  raise  money  for  the  bursary  by  each 
contributing  one  original  print  to  a  portfolio,  to 
be  sold  free  of  commercial  ties.  In  an  edition  of  75 
the  portfolio  consists  of  thirteen  signed  original 
prints  by  such  artists  as:  Henry  Moore,  Patrick 
Caulficld,  Victor  Pasmorc,  Bridget  Riley,  Allen 
Jones,  and  William  Scott.  The  portfolio  is  priced 
at  j£Xoo.  Further  details  of  the  Travel  Bursary 
and  the  Portfolio  from  the  Honorary  Secretary 
(it  the  Mark  Rothko  Memorial  Trust,  Chilcombe, 
nr.  Bridport,  Dorset. 

Cooper-Hewitt  Museum 

The  Cooper-Hewitt  Museum,  New  York,  was 
originally  founded  in  1897  as  a  direct  result  of 
three  sisters' enthusiasm  for  the  Victoria  and  Albert 
Museum  in  London.  In  1963  the  Museum  was 
closed  and  its  contents  threatened  with  dispersal  - 
eventually  they  were  entrusted  to  the  Smith- 
sonian Institution  and  transferred  to  new  premises 


in  New  York  which  it  is  hoped  to  open  late  in 
1974  as  the  National  Museum  of  Design.  A 
selection  of  drawings,  textiles  and  wallpapers 
forms  a  refined  and  elegant  exhibition  at  the 
Victoria  and  Albert  Museum  until  August  12. 
It  includes  drawings  for  Sevres  porcelain,  designs 
for  the  decoration  of  the  Royal  Pavilion  at 
Brighton,  and  a  selection  of  American  bandboxes. 


Last  year  for  the  first  time  an  exhibition  mounted 
at  the  National  Portrait  Gallery  was  moved 
putside  London  to  Normanby  Hall  near 
Scunthorpe.  It  was  an  exhibition  of  historical 
silhouettes  including  some  of  the  profile  portraits 
of  Honoria  D.  Marsh  -  again  a  first,  for  never 
before  had  a  living  artist  shown  a  group  of 
portraits  at  the  National  Portrait  Gallery. 
One  result  of  the  transfer  was  the 
commissioning  from  Miss  Marsh  of  The 
Scunthorpe  Goblet,  given  into  the  keeping  of  the 
Borough  earlier  this  year  after  six  months'  work. 


Faced  with  the  problem  of  building  from  scratch 
a  new  body  for  his  own  vintage  Bentley, 
Tony  Robinson  discovered  (in  1958)  that 
there  were  no  plans  available  to  help  him.  So  he 
decided  to  design  his  own  based  on  original 
photographs.  Having  successfully  constructed 
the  frames  Mr.  Robinson  then  thought  that  he 
might  be  able  to  help  other  spare-time 
enthusiasts  by  making  and  selling  frames  in 
kit  form.  The  response  to  his  first  advertisements 
was  world  wide  and  quickly  led  to  a  request  to 
rebuild  a  whole  car.  From  this  small,  almost 
accidental,  beginning  Mr.  Robinson  now  has 
twelve  craftsmen  working  full-time  on  the 
restoration  and  reconstruction  of  veteran  and 
vintage  cars  of  all  types  (see  illustration). 
The  business  still  remains  a  hobby  for  Mr. 
Robinson  but  the  cars  are  rebuilt  with  a  degree 
of  skill  that  seems,  on  the  evidence,  to  be 
greater  than  that  used  by  the  original  coach 
builders.  Certainly  the  cars  are  uniformly  elegant 
(as  well  as  mechanically  perfect)  which  is  due  in 
large  measure  to  Mr.  Robinson's  own  intuitive 
refinement  of  the  early  designs. 
Enquiries  to :  North  Stables,  Fulmer  Lane, 
Gerrards  Cross,  Buckinghamshire. 


Left:  The  three  Hewitt  sisters  in  Venice,  1890. 


i.  Philippe  Jacques  de  Loutherbourg. 
Old  man  seated  on  a  rock  by  the  seashore, 
signed  and  dated.  18  x  24  inches. 

Once  again  an  exhibition  at  Kenwood 

(The  Iveagh  Bequest,  Hampstcad  Lane,  NW3) 

provides  an  opportunity  to  see  the  whole  range 

of  work  of  a  neglected  painter. 

Philippe  Jacques  de  Loutherbourg,  1 740- 1 8 1 2, 

is  known  variously  as  a  landscape  painter,  an 

historical  painter  and  a  stage  designer ; 

he  achieved  considerable  success  in  his  native 

France  (where  he  was  an  early  protege  of 

Diderot)  and  then  again  on  coming  to  settle  in 

Britain  in  1771.  Dr.  Rudigcr  Joppien  of 

Cologne  is  responsible  for  this  new  appraisal  of 

de  Loutherbourg  and  has  written  the  very  full 

(though  sadly  under  illustrated)  catalogue. 

The  exhibition  continues  until  August  13, 

and  includes  the  rare,  late  picture  illustrated  here : 

Old  man  sealed  on  a  rock  by  the  seashore, 

loaned  by  the  Hon.  Mrs.  Reuben  Pleydell- 

Bouverie. 


2.  Henri  de  Toulouse-Lautrec. 

La  comtesse  A.  de  Toulouse-Lautrec.  Musee  d'Albi. 


The  Toulouse-Lautrec  Collection 

Muscc  d'Albi, 
Albi,  France 

Reviewed  by  georgina  Oliver 

While  the  state  of  repair  and  environmental 
context  of  France's  cathedrals  is  becoming  an 
increasing  source  of  concern,  Albi  on  the  river 
Tarn  in  South  West  France  stands  out  as  a 
respected  untouchable  city.  At  once  place  of 
prayer  and  fortress,  its  pink  stone  cathedral  is 
austere  and  impressive,  a  bastion  of  faith  with  a 
single  aisle,  stark  walls,  no  buttresses.  From  early 
times  when  Pope  Innocent  III  ordered  a  crusade 
against  the  Albigenses  in  1200,  the  region  has  had 
to  defend  itself.  In  the  dense  midday  sun,  -  all 
shutters  drawn,  not  a  soul  in  the  street  -  ,  Albi 
still  reads  like  a  singularly  closed  book,  age-old, 
intensely  spiritual.  It  is  the  birth  place  of  Tou- 
louse-Lautrec. On  his  death,  his  life-long  friend 
and  biographer,  Maurice  Joyant  (1864-193 1) 
persuaded  the  deceased  painter's  mother  to 
donate  those  of  his  works  which  she  possessed  to 
Albi's  Fine  Art  Museum,  thus  making  available 
to  the  public  the  world's  largest  Toulouse- 
Lautrec  collection. 

Chiefly  a  portraitist  in  search  of  the  specific 
character  of  his  subject,  Henri  de  Toulouse- 
Lautrec  is  a  people's  painter.  His  personality  and 
life  have  legendary  appeal  inspiring  compassion, 
while  his  particular  graphism,  albeit  sophisticated 
in  its  simplicity,  offers  an  instant,  down  to  earth 
sense  of  recognition.  Well-known,  his  story  is 
marked  by  a  mixture  of  ill-fortune  and  breadth 
of  vision.  Two  childhood  accidents  stunted  the 
growth  of  his  legs,  and  poor  health  worsened  by 
heavy  drinking,  plagued  him  until  his  death  in 
1901  at  the  age  of  37.  The  collection  at  Albi  is  a 
true  retrospective  insight.  It  covers  Toulouse- 
Lautrec's  early  representations  of  the  hunting 
activities  of  the  noble  family  into  which  he  was 
born,  keen  masterly  observations  of  exploits 
which  he  could  not  himself  reach  physically. 
Numerous  intimate  family  studies  are  included, 
as  authentically  felt  and  formally  constructed  as 
his  renderings  of  prostitutes  and  show-girls, 
society  stars  and  circus  performers.  Paintings  and 
drawings,  with  posters,  prints  and  preparatory 
exercises  in  special  sections,  form  a  remarkable 
documentation  of  all  these  aspects  of  Toulouse- 
Lautrec's  immense  output. 

Looking  at  the  full  span  of  the  artist's  creation, 
it  seems  that  Lautrec  did  not  have  a  slant  towards 
sordidness  and  vice  as  has  often  been  suggested. 
His  quest  was  to  convey  the  truth,  and  he  sought 
it  where  it  was  apparently  hardest  to  find.  This 
desire  for  veracity  saved  him  from  artistic  self- 
indulgence.  As  a  young  painter,  he  wrote  to  his 
uncle  comparing  his  new  tutor,  Cormon,  to  his 
former  counsellor,  Bonnat.  He  said  that  he 
preferred  and  was  stimulated  to  produce  better 


efforts  by  the  sharp  uncomprehending  criticism 
of  the  latter,  older  master,  as  opposed  to  Cor- 
mon's  benign  acceptance.  Toulouse-Lautrec 
managed  to  bring  two  unlikely  poles  together 
with  virtuoso  dexterity,  -  style  and  truth. 

The  King's  Arcadia  : 

Inigo  Jones  and  the  Stuart  Court 

1 2  July  -  2  September  1973 
Banqueting  House, 
Whitehall,  swi 

Revivwedby  Nicholas  usherwood 


3.  Inigo  Jones. 

Salmacida  Spolia,  Scene  I  \ ',  1640, 

pen  and  brown  ink. 

Trustees  of  the  Cliatsworth  Settlement. 


In  1606  Edmund  Bolton,  then  travelling  111  Italy, 
inscribed  in  a  book  'To  his  own  Inigo  Jones 
through  whom  there  is  hope  that  sculpture, 
painting,  acting  and  all  that  is  praiseworthy  in 
the  elegant  arts  of  the  ancients,  may  one  day 
find  their  way  across  the  Alps  to  England'. 
Prophetic  words,  for  it  is  really  no  exaggeration 
to  say  that,  virtually  single-handed,  Inigo  Jones 
was  to  steer  English  art  and  architecture  (Hit  of  its 
backwater  of  introverted  Elizabethan  romanti- 
cism into  the  Classic  mainstream  of  seventeenth- 
century  European  culture. 

His  work  as  an  architect  is  becoming  increas- 
ingly familiar  to  the  general  public  and  more 
recently  there  have  been  some  tempting  glimpses 
of  his  designs  for  the  court  masques  of  James  I 
and  Charles  I  but  surprisingly  no  attempt  has 
been  made  before  to  try  and  show  him  in  more 
comprehensive  terms,  not  simply  as  architect  and 
designer  but  as  collector,  connoisseur,  engineer 
and  bibliophile.  He  was  unique  in  early  seven- 
teenth-century England  in  his  practical  and 
theoretic  understanding  of  the  Classical  and 
Renaissance  worlds,  the  only  V  no  universale' 
this  country  ever  produced.  The  |uaterccntcnary 
of  his  birth  has  however  now  piovided  the  very 
necessary  excuse  to  explore  these  aspects  of  the 
man  and  his  world  (though  why  we  always 
have  to  wait  for  one  I  never  quite  understand). 
Not  at  all  surprisingly  this  stimulating  and 
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intelligently  laid-out  exhibition  in  this  most  apt 
of  locations  provides  endless  rewards  and 
delights. 

There  is  little  new  information  to  solve  the 
mysteries  surrounding  Jones's  early  training  and 
caiecr.  The  son  of  a  Welsh  cloth-maker  living  in 
London,  he  seems  to  have  been  apprenticed  to  a 
painter  rather  than  an  architect.  In  1598  he 
entered  the  service  of  the  young  nobleman 
Francis  Manners,  Lord  Roos.  It  provided  a 
useful  entree  into  court  circles  and,  more  import- 
ant, the  opportunity  for  travel,  for  in  that  same 
year  he  accompanied  Manners  on  a  tour  which 
took  him  via  France  and  Germany  to  Italy  where 
he  was  able  to  stay  long  enough  to  learn  Italian 
and  develop  his  taste  and  first-hand  knowledge  of 
Italian  culture.  By  1605  when  he  first  entered  the 
king's  service  he  was  already  regarded  as  a  'great 
traveller'. 

It  is  from  this  same  year  that  his  earliest 
surviving  drawings  date,  designs  commissioned 
lor  the  first  of  the  series  of  lavish  court  masques 
he  devised  in  collaboration  with  Ben  Jonson  for 
James  Pi  court.  Though  basically  entertainments 
employing  professional  performers  as  well  as  the 
members  of  the  court  themselves,  they  also  had 
a  deeply  serious  purpose.  By  showing  the  King 
111  a  variety  of  imaginative  set  pieces  such  as  the 
King  of  Light  banishing  darkness,  or  the  Prince  of 
Peace  calming  discord,  they  were  important 
visual  and  verbal  justifications  of  that  peculiarly 
Stuart  dogma  of  the  Divine  Right  of  Kings.  From 
the  outset,  in  his  designs  for  'The  Masque  of 
Blackness'  (1605)  his  innovating  genius  seems  to 
have  been  in  evidence  with  complex  scene 
shillings,  elaborate  lighting  effects  and  most 
interestingly,  the  employment  of  a  single-point 
perspective  which  only  the  King  was  positioned 
to  enjoy  properly  -  a  nice  visual  underlining  of 
the  verbal!  However  the  revelation  that  the  only 
person  who  in  fact  appreciated  its  use  was  the 
Venetian  Ambassador  emphasises  sharply  the  lack 
of  visual  sophistication  of  James's  Court  at  the 
start  <>f  Inigo  Jones's  career.  Jones  fought  a  long 
and  ultimately  successful  battle  to  improve  the 
situation  and  to  assert,  in  unequivocal  terms,  the 
intellectual  and  philosophical  equality  of  the 
architect  and  designer  with  the  writer  and  philo- 
Mpher,  In  his  typically  abrupt  fashion  Jones  came 
to  regard  the  masques  as  'Nothing  but  pictures 
with  light  and  motion'  to  which  Jonson's 
COimtCT  amt f tioil  thai  they  were  the  'Mirror  of 
Man's  Life'  made  the  end  of  this  most  distin- 
guished theatrical  collaboration  in  1631  almost 
inevitable.  Nevertheless  in  these  spectacles  lie  the 
foundation!  of  much  conventional  theatre  -  the 
pruccnian]  arch,  revolving  stages,  fly  galleries. 

<  >n<  fascinating  aspect  of  his  drawings  for  these 
masques  is  the  astonishing  speed  and  confidence 
with  whic  h  he  absorbed  the  lessons  of  his  travels 
and  artist j<  studies  in  Italy  into  them.  It  can 
perhaps  be  seen  at  its  best  111  the  sketch  books  of 
Ins  important  visit  to  Italy  with  the  Earl  of 
Arundel  (1I13-15)  and  the  masque  designs 
uliii  li  followed.  The  sketch  books  (from  Chats- 
worth)  shew  an  eclectic  taste  typical  of  the 
cenu  •    deriving  largely  from  the  engravings  of 


artists  like  Parmigianino,  the  Carracci  and 
Schiavone.  With  no  apparent  effort  Jones  welds 
them  into  a  completely  personal  and  distinctive 
style.  As  his  pupil  John  Webb  once  said,  with 
absolute  truth,  'in  designing  with  his  pen  (he  was) 
not  to  be  equalled  by  whatsoever  great  masters 
in  his  time  for  boldness,  softness,  sweetness  and 
sureness  of  touch'  and  these  stunning  studies  and 
sketches  must  surely  be  one  of  the  major  revela- 
tions of  the  exhibition. 

It  is  also  this  aspect  of  his  genius  which  makes 
the  architectural  section  of  the  exhibition,  very 
often  a  rather  dry  and  difficult  subject  to  present, 
so  ravishingly  beautiful  and  easy  to  look  at.  And 
though  it  may  seem  a  rather  perverse  choice 
nowhere  can  the  quintessential  genius  of  Inigo 
Jones  as  an  architect  be  seen  better  than  in  the 
series  of  drawings  of  grand  gateways.  They  date 
from  his  earliest  years  as  King's  surveyor  (161 5  - 
1643)  onwards  and  though  many  were  built, 
many  were  quite  imaginary  and  done  for  the  pure 
pleasure  and  excitement  their  execution  afforded 
him,  a  master  practising  something  over  and  over 
again  as  a  means  to  understanding.  'I  know  no 
greater  delight  than  to  learn'  Jones  wrote  in 
Latin  in  his  copy  of  Vitruvius  and  in  these 
studies  one  begins  to  grasp  a  little  of  that  delight. 
The  Platonic  concern  for  the  harmony  and  pro- 
portion of  numbers  in  architecture  is  apparent  in 
them  all  and  yet,  as  in  Bach's  music,  the  result  is 
not  a  cold  concern  for  pure  form.  They  provide 
rather  the  starting  point  for  a  literally  endless 
series  of  variations  in  weight,  texture,  strength, 
and  elaboration  that  gives  each  design  a  totally 
distinct  character  while  all  essentially  still  belong- 
ing to  the  same  'family'.  'To  vary  is  good  but  not 
to  part  from  ye  preceptes  of  the  arte'  he  jotted  in 
the  margin  of  his  copy  of  Palladio's'Architettura', 
and  it  is  this  mixture  of  respect  for  the  classic 
texts  and  essentially  practical  spirit  which  sums  up 
his  attitude  to  architecture  precisely.  A  conse- 
quence of  this  was  his  insistence  on  the  autonomy 
of  architectural  theory  and  architectural  practice 
by  which  he  raised  architecture  to  the  status  of  a 
philosophy.  It  was  over  a  century  before  Sir 
Joshua  Reynolds  was  able  to  achieve  the  same 
status  for  painting. 

There  are  so  many  points  at  which  Jones 
seemed  to  touch  the  life  of  his  times  and  always 
with  remarkable  results.  As  the  man  with  the 
greatest  first  hand  knowledge  and  understanding 
of  Italian  Renaissance  art  and  Classical  antiquity 
he  was  instrumental  in  forming  three  of  the 
greatest  collections  of  their  day  in  Europe  -  that 
of  Prince  Henry,  the  Earl  of  Arundel  and,  of 
course,  that  of  Charles  I.  He  was  responsible  for 
one  of  the  greatest  decorative  commissions  ever 
witnessed  in  England,  the  Ruben's  ceiling  in  the 
Banqueting  House,  the  master  touch  to  his 
conception  of  the  building  as  the  venue  for  the 
increasingly  grandiose  character  of  the  masques 
and  plays  (though  sadly  they  were  never  held 
there  because  of  the  damage  the  masquers' 
torches  might  cause  the  canvases). 

By  the  time  the  Banqueting  House  was 
complete  they  had  only  five  more  years  to  run 
and  the  worsening  political  and  financial  situation 
made  'Salmacida  Spolia'  (1640)  the  last  of  its 
kind.  As  Roy  Strong  movingly  points  out  'Jones's 
final  scene  (scene  IV,  illustrated)  in  this  is  his  last 
poignant  statement  of  the  ideals,  the  vision  and 
creation  by  the  Vitruvian  architect-engineer  of 
harmony  upon  earth  through  the  introduction  of 
order  to  architecture'. 


Paintings  and  Sculptures 
of  the  Italian  Baroque 

3oMay-2i  September  1973 
Heim  Gallery, 

59jermyn  Street,  St.  James's,  swi 
Reviewed  by  Nicholas  usherwood 


4.  Giovanni  Battista  Gaulli  called  Baciccio. 
Saint  Joseph,  c.  1670-85. 
Heim  Gallery. 


This  exhibition  at  Heim's  containing  some 
23  canvasses  and  13  sculptures  covering  nearly 
150  years  of  Italian  Baroque  from  Ribera  to 
Batoni  provides  a  valuable,  and  comparatively 
rare,  opportunity  for  people  in  this  country  to 
see  some  outstanding  examples  of  the  period 
collected  together. 

The  earliest  work  in  the  exhibition,  Ribera's 
'St.  Jerome' dates  from  the  1620s.  This  imposing 
male  nude  figure,  an  early  work  which  has  not 
been  published  before,  shows  clearly  the  very 
striking  (and  posthumous)  impression  that 
Caravaggio's  example  made  on  him  and  one 
that  he  was  to  transmit  to  a  whole  generation  of 
Neopolitan  High  Baroque  artists. 

The  major  influence  on  the  great  fresco 
painters  in  Naples  in  the  latter  half  of  the  17th 
century  was  of  course  Mattia  Preti.  His  'Mother 
presenting  her  Children  to  Christ'  of  circa 
1650-6  with  its  rich  colouring  and  monumental 
composition  reminiscent  of  Veronese  (and 
Bellini !)  gives  a  good  idea  of  how  Preti  succeeded 
in  his  attempt  to  break  free  of  the  then  dominant 
'dry'  High  Baroque  classicism  of  Sacchi  and  his 
followers.  Salvator  Rosa  in  his  more  idio- 
syncratic fashion  succeeded  in  breaking  free  from 
this  style  too,  though  his  'Hermit  tied  to  a  Rock' 
here  shows  him  tackling  the  more  conventional 
kind  of  subject  through  which  he  always  wished 
to  achieve  recognition  rather  than  one  of  the 
battle-scenes  or  landscapes  with  which  he 
actually  did. 

Rosa's  was  a  highly  personal  style  however  and 
it  was  left  to  Bernini's  influence  to  show  a  real 
way  out  of  the  artistic  cul-de-sac  which  Baroque 
classicism  proved  to  be.  G.  B.  Gaulli,  known  as 
Baciccio,  became,  as  a  result  of  bis  contact  with 
Bernini  while  painting  the  Gesu  frescoes,  very 
much  the  mouthpiece  of  Bernini's  ideas  on 
painting.  The  brilliant  freedom  and  freshness  of 
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spirit  in  Baciccio's  'St.  Joseph'  in  this  exhibition 
reflects,  in  a  different  medium,  the  breath  of  life 
and  humanity  that  Bernini  introduced  into  the 
High  Baroque  style. 

Other  works  of  outstanding  interest  in  the 
exhibition  include  three  hitherto  unpublished 
preparatory  sketches  for  the  Life  of  St.  Anthony 
frescoes  in  Madrid  (circa  1700)  and  Luca  Gior- 
dano's last  work  in  Madrid  before  returning  to 
Naples:  a  new  and  important  modello  for  Soli- 
mena's  great  fresco  in  the  Gcsu  Nuovo  in 
Naples,  'The  Expulsion  of  Heliodorus',  of  which 
only  one,  now  in  the  Louvre,  was  previously- 
known;  and  two  splendid  Sebastiano  Ricci's  one 
'A  Family  of  Satyrs',  reflects  an  interest  in 
Tintoretto  while  from  the  artist's  last  years  is  a 
'Bacchanal  in  honour  of  Pan'. 

These  last  two  works  take  the  exhibition  into 
the  Rococo  and  some  fine  examples  of  De 
Matteis,  Odazzi  and  De  Mura  show  the  softer 
colouring  and  stronger  'sentiment'  of  the  period. 
Batoni's  marvellous  'Salvator  Mundi'  of  circa 
1740-50,  a  serene  work  with  a  simple  composi- 
tional treatment  that  hints  at  the  Neo-classical 
severity  to  follow,  is  among  the  latest  of  the 
paintings  on  view. 

Among  the  ten  sculptures  in  the  exhibition 
there  are  two  bronzes  by  Algardi  (including  a 
new  attribution  by  Dr.  Jennifer  Montagu),  a  pair 
of  bronze  reliefs  by  Piamontini  of  quite  astonish- 
ing technical  virtuosity  (up  to  14.5  cm  deep  and 
cast  as  one  piece!)  and  Antonio  Montauti's 
masterpiece,  'The  Return  of  the  Prodigal  Son'. 
This  bronze  has  perhaps  the  most  remarkable 
pedigree  in  the  exhibition  having  belonged  to 
the  last  of  the  Medici's,  the  Dowager  Electress 
Palatine,  and  then  into  the  Spanish  Royal 
collections.  It  also  has  the  unique  position  of 
being  the  only  bronze  ever  to  have  been  publicly 
exhibited  while  in  the  Electress's  collection  -  in 
the  Church  of  S.S  Annunziata  in  Florence  on  the 
Feast  of  St.  Luke  of  1724.  The  most  fascinating 
and  powerful  sculpture  however  is  the  un- 
attributed  bronze  bust  of  Queen  Christina  of 
Sweden  dating  probably  froin  1670s  and  1680s 
when  she  lived  in  Rome  surrounded  by  artists  - 
among  them  Bernini.  This  is  not  in  fact  Bernini 
but  in  its  combination  of  strength  and  delicacy 
one  feels  he  might  well  have  been  proud  to  have 
been  its  author ! 

One  final  note;  there  cannot  be  too  high  praise 
for  the  catalogue  which  in  its  scholarly  approach 
and  level  of  information  puts  many  dealers  to 
shame.  It  is  being  sold  in  aid  of  the  Queen  Mary's 
London  Needlework  Guild. 

David  Boyd 

Until  30  May  1973 

New  Grafton  Gallery 

1  a  Grafton  Street,  London  w  1 

Arthur  Boyd 

May-June  1973 

Fischer  Fine  Art 

30  King  Street,  London  wi 

Reviewed  by  denjs  thomas 

David  and  Arthur  Boyd  have  more  in  common 
than  family  kinship.  Though  they  are  both 
thoroughly  assimilated  as  Australian  exiles  - 
David  Boyd  in  southern  France  and  Arthur  in 
Highgate  -  they  continue  to  draw  on  their  native 
springs  of  imagery,  light  and  landscape  to 
express  important  truths  in  the  present.  David 
Boyd's  latest  paintings  treat  the  theme  of  exile  in 
two  contrasting  aspects:  the  aborigine  driven 


from  his  magical  homeland,  and  the  white  man's 
alienation  in  a  country  where  he  can  never  be 
truly  at  home.  If  this  represents  a  return  to  more 
specifically  Australian  references  than  in  some 
recent  work,  such  as  the  impressive  and  wcll- 
rcmcmbcred  'Church  and  State'  series  prompted 
by  his  travels  in  Spain,  they  are  very  much  of  a 
piece  with  the  compassionate  involvement  in 
social  issues  which  gives  his  art  a  personal 
dimension.  Technically,  too,  these  paintings  arc 
as  brilliant  as  ever.  They  positively  ring  with 
colour,  intensifying  the  sense  of  an  untamed  Eden 
and  the  poignant  nakedness  of  the  figures. 

Arthur  Boyd  is  as  usual  less  explicit,  his 
symbolism  at  once  literal  and  mysterious.  Several 
of  his  latest  paintings  are  comments  on  the 
artist's  frenzies  and  frustrations.  He  is  shown 
painting  while  chained  to  a  tree,  his  head  in  an 
iron  cage,  while  pleasure  boats  skim  and  sail 
beyond;  or  caged  with  dogs;  or  painting 
shadow;  or  hurling  himself  at  his  canvas  in  some 
antipodean  landscape  while  simultaneously  ejacul- 
ating and  scooping  up  a  handful  of  gold  coins. 
He  paints  his  female  model  sitting  by  a  creek, 
casually  reading  or  dabbling  her  toes,  yet  totally 
uninvolved  with  either  painter  or  viewer.  He 
looks  curiously  at  a  fragile,  crashed  aeroplane  as 
if  this  might  be  a  visiting  muse.  The  spiky  land- 
scape of  the  Outback,  recalled  in  many  of  these 
scenes,  makes  its  contribution  to  the  tension. 
Where  a  less  successful  artist  might  fall  into 
affectation  in  such  personalised  comments  on  his 
craft,  Arthur  Boyd  achieves  one  resounding 
statement  after  another.  But  there  is  a  more 
tranquil  side:  half  a  dozen  paintings  of  the 
Suffolk  countryside,  set  down  as  lovingly  (so  it 
seems)  as  Constable.  They  are  celebrations,  not 
exclamations;  though  even  in  them  one  can 
detect  a  lingering  nostalgia  for  sunburnt  landscapes 
far  away. 


5.  David  Boyd. 

The  Flower  on  the  Shore, 

21 J  x  25^  inches.  New  Crafton  Gallery. 

The  Pre-Raphaelite  Influence 

i8June-6July  1973 
Maas  Gallery, 

15a  Clifford  Street,  New  Bond  Street,  wi 
Reviewed  by  peter  fuller 

There  are  many  interesting  works  in  this  exhi- 
bition, but  the  lynch-pin  is  the  vast  design  for  a 
Gothic  window  (84  X  109  inches)  by  John 
Millais.  Hunt  informs  us  that  Millais  intended  the 
work  to  relate  to  the  lines  in  Tennyson's  Palace  of 
Art,  'Where  angels  rising  and  descending  met, 
With  interchange  of  gifts.'  In  one  of  his  letters, 
Millais  himself  says  that  it  represents,  'eternal 
happiness  and  the  struggle  of  life  .  .  .'  The  model 
for  the  six  faces  of  the  angel  was,  inevitably,  Effie 


6.  John  Everett  Millais. 

Design  for  a  Gothic  Window, 

1853,  charcoal  and  sepia  wash,  heightened 

with  white  and  green  84  X  109  inches. 

Maas  Gallery. 

Ruskin.  What  is  interesting  about  the  piece  is  that 
it  is,  perhaps,  the  major  surviving  design  for  a 
Pre-Raphaelite  architectural  project.  In  fact,  the 
window  was  never  carved  in  stone,  as  was 
intended,  because  the  cost  would  have  been 
prohibitive.  But  at  the  time  he  drew  it  in  charcoal 
and  sepia,  Millais  was  'certain'  that  it  would  be. 
In  a  number  of  letters,  he  stressed  how  important 
the  work  was  to  him. 

Hunt,  in  his  history  of  the  movement,  informs 
us,  with  characteristic  pomposity,  that  Millais 
was  moving  into  'architectural  design'  instead  of 
just  'picture  painting'  in  order  to  round  himself 
offas  a  'cultivated  artist'.  Millais'  own  account  of 
how  he  came  to  design  the  window  shows  much 
greater  excitement  and  exuberance.  One  of  his 
letters  speaks  of 'pitching  into  architecture'  with 
Ruskin,  another  says  somewhat  swecpingly,  that 
he  feels  confident  about  it,  'Ruskin  having  given 
me  lessons  regarding  foundations  and  the  build- 
ing of  cathedrals  etc.  .  .  .'  In  any  event,  he 
stresses  that  it  is  a  'real  relaxation  from  everyday 
painting',  and  is  particularly  pleased  about 
kuskin's  response.  He  writes  that  Ruskin  had 
told  him  that  he,  Millais,  could  'design  Archi- 
tectural ornamentation  more  perfectly  than  any 
living  or  dead  party'.  And  he  writes  of  Ruskin 
slapping  his  hands  together  in  pleasure  when  he 
saw  examples  of  this  work. 

The  Pre-Raphaelites'  attitudes  to  this  project 
are  interesting  because  Millais  is  quite  correct  in 
describing  his  design  as  'unlike  any  other 
windows  ever  thought  of.  The  figures  them- 
selves blend  into  the  form  of  the  window,  in 
Millais'  phrase,  'instead  of  the  rotten  old  notion 
of  having  flowers  (which  are  naturally  frail)'  to 
support  the  wall.  The  emblematic  design  and  the 
shape  of  the  structure  are  inseparable  from  the 
pattern  created  by  the  angels'  bodies.  It  is  this 
which  gives  the  window  its  curious  feeling  of 
enormous  tension,  and  deep  serenity  -  perhaps 
what  Ruskin's  father  was  getting  at  when  he 
enthused  that  it  was  'pure  sublimity'. 

I  think  that  it  is  possible  to  generalise  from  this 
to  an  observation  on  Pre-Raphaelitism  as  a  whole. 
On  the  one  hand,  we  have  Hunt's  notion  that  the 
window  was  about  becoming  a  'cult;'ated  artist', 
and  on  the  other,  Millais'  exub  rant,  almost 
boyish  enthusiasm  for  'pitching  int<  architecture'. 
Or,  to  put  the  same  polarity  in  a  different  way, 
we  have  the  genuinely  new  conception  in  the 
formal  approach  to  'Architectural  ornament- 
ation' pulling  against  the  searing,  libidinal  sensu- 
ality so  manifest  in  the  repetition  of  Effie's  kissing 
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chromatic  human  forms  and  faces  torn  out  of  the 
paint,  Picasso's  last  word  says  it  brilliantly. 


tjccs.  In  their  painting,  the  Pre-Raphaelites  often 
sought  to  control  the  underlying  passions  of  their 
work  In  ob-.c->M\c  detailing  -  or  by  adopting 
traits  from  the  prevailing  moralist  genres. 
(During  the  movement's  'decadence'  scntimcnt- 
.ilit\  played  a  similar  role.)  But  in  this  work, 
MiDail  was  compelled  by  his  medium  to  fmd  a 
different  solution.  The  strength  of  the  sensual 
imagination  he  was  trying  to  contain  played  its 
part  in  the  dramatic  transformation  and  extension 
of  the  devices  he  was  using  to  do  so.  This  excur- 
sion into  'Gothic'  architecture  was  only  a  tempor- 
ary one  -  and  one  which  was  never  realised  at 
that  -  but  the  window  docs  provide  an  interesting 
key  for  anyone  who  wants  an  introduction  to 
Pre-Raphaelite  aesthetics  and  the  dynamic  and 
structural  problems  with  which  it  was  presented. 

Picasso  1 970- 1 972 

23  May  -  23  September  1973 

Palais  des  Papes, 

Avignon,  France 

Reviewed  by  ceorgina  Oliver 

On  the  banks  of  the  Rhone,  Avignon's  famous 
1 2th  century  Saint  Benczet  bridge  inspired  the 
traditional  song 

Snr  Ic  Pont  d' Avignon  on  y  danse ,  on  y  danse, 
Sur  le  Pont  (P Avignon  on  y  danse  tons  en  rond. 
Avignon  is  festive.  From  behind  sandy-coloured 
ramparts,  it  welcomes  visitors  and  modern  times 
to  the  monuments  of  an  ancient  papal  city 
bathed  in  the  heat  of  Provence.  It  beckons  them 
to  the  kinder  shades  of  vast,  gay  avenues  lined 
with  plane  trees.  Picasso's  association  with  the 
town  dates  from  a  first  brief  stay  there  with  Eva 
in  1912  and  accounts  for  some  of  his  most 
exuberant  work  notably  that  termed  cubist  rococo 
and  painted  during  the  First  World  War.  Flanked 
by  large,  round  towers,  the  Palais  des  Papes  is  one 
of  Avignon's  landmarks.  The  present  exhibition 
11!  Picasso')  last  two  hundred  and  one  paintings 
is  die  artist's  second  to  be  held  there:  a  major 
show  ol  works  mainly  on  the  themes  of  eroticism 
and  his  love  for  Jacqueline  (nee  Roque)  took 
place  in  the  summer  of  1970. 

A  profusion  of  framclcss  canvases  judiciously 
hung  on  the  huge,  bare  walls  of  the  Chapellc 
Sainte  Clementine,  Picasso  1970-1972  is  moving. 
Like  everything  which  this  genius  figure  prod- 
u<  *  i.  ,1  u  in  assault,  an  assault  on  death.  It  tells  us 
that  Picasso  is  still  alive  and  still  able  to  shock 
judging  by  typical  comments  from  the  massive 
attendance:  'You  cafl  say  what  you  like.  It's  not 
beautiful.  Wh.it  can  you  sec  in  that?'  'What  on 
earth  is  he  trying  10  say?'.  And  yet  -  be  it  in 
the  recent  displ.iv  at  the  Louvre  or  the  magnifi- 
cent permanent  collection  at  the  Musc:e  Grimaldi 
in  Amines'  old  uiarter,  Picasso  is  able  to  hold  his 
own  in  a  sacred  setting.  People  come  as  to  a 
pilgrimage. 

Was  Picasso  a  genius  or  a  cheat?  probably  both. 
( r'  urns  or  1  heat  is  a  question  phrase  which  surely 
encarnatcs  the  twentieth  century.  There  has 
probably  never  been  so  much  clarity,  brazen 
honesty,  knowledge  or  science,  never  existed  so 
much  exploitation,  insecurity,  auto-delusion  or 
df-effacement,    Chiefly   composed    of  poly- 


7.  Picasso  exhibition  in  the  Palais  des  Papes, 
Avignon. 

Sidney  Nolan 

1 9  June  -  5  July  1973 

Royal  Dublin  Society, 

Ballsbridge,  Dublin. 

Reviewed  by  marina  vaizey 

The  first  large  scale  retrospective  exhibition  of  the 

work  of  the  Australian  artist,  Sidney  Nolan  (born 

1917)  was  held  in  Dublin  this  summer,  and 

proved  an  exhilarating  experience. 

Nolan  is  one  of  the  handful  of  internationally 
known  Australian  artists.  He  started  painting  in 
the  1930s;  his  first  exhibition  was  a  studio 
exhibition  in  Melbourne  in  1940,  where  someone 
was  so  outraged  that  green  paint  was  thrown  at 
the  works.  By  the  mid  1940s,  Nolan  was  estab- 
lished in  Australia.  It  was  Kenneth  Clark,  who, 
on  a  visit  to  Australia,  was  so  impressed  that  he 
sought  out  Nolan  and  urged  him  to  come  to 
Europe.  Since  then,  Nolan,  and  his  wife  Cynthia, 
whose  superb,  ironic,  humorous  and  incisive 
books  have  chartered  their  joint  travels,  have 
travelled  all  over  the  world. 

It  is  appropriate,  as  Nolan's  forebears  came 
from  County  Clare,  that  the  Irish  Arts  Council 
and  the  Australian  Embassy  have  sponsored  the 
exhibition.  The  great  spaces  of  the  Royal  Dublin 
Society  were  beautifully  filled  with  Nolan's 
work,  which  chronologically  covered  the  period 
from  1945  to  the  present. 

Nolan's  work  depends  on  several  factors.  He  is 
highly  technically  adept.  Few  painters  have  such 
command  over  swirls  of  pigment  on  a  surface  as 
Nolan.  He  is  deeply  affected  by  the  Australian 
landscape,  especially  its  desolate  and  terrifying 
aspects.  But  he  takes  and  deftly  twists  naturalistic 
imagery  to  get  at  more  important  things:  the 
'something  behind',  the  myth  making  with  which 
men  handle  their  environment. 

Thus,  the  paintings  dealing  with  the  explorers 
Burke  and  Wills  arc  important,  and  the  masterly 


series  dealing  with  incidents  in  the  life  of  the 
bushranger  and  outlaw  Ned  Kelly  arc  crucial. 
A  favourite  stylistic  device  in  the  Kelly  series  is  to 
use  the  image  of  the  home-made  armour  in  which 
Kelly  made  his  last  stand.  In  Nolan's  myth  the 
armour  appears  and  re-appears  as  a  fantastic  black 
metal  open  helmet,  a  rectangle  framing  the  face, 
which  itself  is  sometimes  not  visible.  We  see  just 
the  outlines  of  the  mad  knight,  adored  by  the 
populace,  hated  by  authority,  as  he  sweeps 
through  incident  after  incident. 

Recently  Nolan,  in  masterly  outline  drawings 
has  illustrated  Robert  Lowell's  poems.  He  has 
also  published  his  own  poems,  illustrated  by 
drawings-paintings  which  arc  closely  related  to 
the  motifs  and  techniques  which  characterise  his 
most  ambitous  work  so  far.  These  arc  the  three 
•great  murals,  seen  at  last  to  fullest  advantage  in 
the  spaces  of  the  Royal  Dublin  Society.  The 
murals,  each  made  up  of  well  over  a  thousand, 
indeed  nearly  two  thousand  paintings  (12X10 
inches  each),  are  about  15  feet  high  and  150  feet 
long.  Each  separate  painting  is  done  in  a  curious 
and  as  Lord  Clark  remarks,  'mysterious'  tcch- 
que.  It  is  as  though  poster  paint  has  been  dragged 
and  stippled  over  heavy  paper.  The  colours  are 
luminous  and  vibrant. 

The  murals  are:  Paradise  Garden,  Snake  and 
Shark.  Paradise  Garden  evokes  with  sensuality  and 
emotion  and  startling  miracle  of  the  sudden  and 
overwhelming  beauty  of  the  rare  blooming  of 
the  desert  flowers.  The  rippling,  light-filled  snake 
flows  across  the  surface  of  Snake.  Individual 
panels  portray  Australian  animals,  extravagant 
bats  and  other  creatures,  abstract  motifs,  and 
compelling  portraits  of  decorated  aboriginal 
faces.  Shark  shows  the  great  beast,  stream-lined 
and  jaw  agape.  The  motifs  arc  abstract.  These 
murals  are  each  in  a  different  way  extraordinary, 
and  deserve  to  be  set  in  vast  public  spaces  and 
places. 

In  individual  paintings,  Nolan  has  portrayed 
the  ghostly  anguish  of  the  iron  ore  miners  of 
Western  Australia.  In  a  marvellous  painting  set 
out  in  panels,  and  using  uncharacteristically  thin 
washes,  restrained  colour  masses,  and  drips  of 
paint.  It  portrays  with  subtle  strength  and  terror 
the  tragic  humiliation  of  the  Dragging  oj  Hector. 

All  in  all,  Nolan  emerges  from  this  major 
exhibition  as  a  serious  figure,  whose  idiosyn- 
cratic work  has  at  its  best  great  skill  used  to 
genuine  purpose.  He  has  to  guard  against 
slickness,  and  at  times  an  over-pretty  ease.  But  at 
his  best,  his  technical  mastery  is  at  his  service,  to 
intrigue  and  fascinate  us  with  landscape  and  story, 
human  and  animal,  turned  to  looking  beyond 
naturalistic  depiction  to  discern  a  visual  essence 
of  meaning. 


8.  Sidney  Nolan.  River  Bend  II,  1966,  3  of  a  scries  of  6  paintings  each  60  x  48  inches. 
Marlborongii  Fine  Art. 
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A  Child  of  Six  Could  Do  It 

23  May -8  July  1973 
Tate  Gallery, 
Millbank,  sw  1 
Reviewed  by  peter  fuller 


9.  Drawing  by  Cobean  from  the 
New  Yorker  Magazine. 
Tate  Gallery. 

In  his  catalogue  introduction  to  this  exhibition, 
of  cartoons  about  contemporary  art,  George 
Melly  interestingly  quotes  Freud's  theory  of 
jokes:  the  great  psychologist  argued  that  jokes 
were  a  device  for  freeing  unconscious  tensions  in  a 
socially  acceptable  way.  But  what  Melly  does  not 
mention  is  that  in  his  book  on  the  subject,  Freud 
went  on  to  argue  that  this  mechanism  provided 
the  basis  for  our  understanding  of  not  just 
humour,  but  aesthetics  as  well.  We  admire 
paintings  because  they  serve  precisely  the  same 
function:  they  allow  a  temporary  resolution  of 
unconscious  conflicts,  or  a  temporary  indulgence 
of  unconscious  desires,  innocuously. 

Jokes  about  art,  therefore,  belong  to  a  very 
special  category  -  and  it  is  no  co-incidence  that 
their  prevalence  coincides  with  what  might 
loosely  be  called  'The  Modem  Movement'.  If 
there  has  been  one  general  tendency  in  art  since 
the  late  nineteenth  century,  it  has  been  a  lowering 
of  the  iormal  protective  barrier  with  a  consequent 
decline  in  universal  social  acceptability.  To  put  it 
simply,  if  people  cannot  see  what  a  painting  is 
about,  they  feel  threatened.  There  is  no  longer  an 
excuse  which  every  viewer  can  hide  behind:  a 
painting  of  Venus  is  manageable  because  it  is 
surrounded  by  an  acceptable  convention:  an 
abstract  sculpture  is  very  threatening,  because  the 
viewer  unconsciously  suspects  that  it  relates  to 
an  aspect  of  sexuality,  or  aggression,  or  some  other 
forbidden  impulse,  and  he  has  no  excuse  ready 
for  himself  if  that  turns  out  to  be  right.  (Which  of 
course,  he  invariably  is,  even  though  artists 
themselves  deny  it.)  There  is  a  good  example  of 
this  fear  in  the  exhibition:  one  serial  cartoon 
shows  a  vicar  examining  an  abstract  with  great 
interest.  Suddenly,  he  sees  that  it  is  called  a  nude, 
and  he  walks  away  in  embarrassment. 

Many  of  the  jokes  in  this  exhibition  are  based 
on  comparable  mechanics.  It  might  also  have 
been  called  by  that  question  which  makes  every 


contemporary  artist  shudder,  'But  what  is  it 
meant  to  be?'  This,  of  course,  is  the  essential 
fallacy  in  the  popular  approach  to  art  and  a 
remarkably  persistent  theme  in  the  cartoons 
about  it:  the  work  must  represent  something 
identifiable  with  the  common-or-garden  objects 
of  everyday  reality,  and  if  1  look  hard  enough, 
maybe  I  can  ascertain  what  that  something  is. 
This  is  a  strange  insistence.  Very  few  artists  have 
ever  claimed  to  be  numerically  reproducing 
reality,  and  even  those  who  have,  as  any  one  who 
has  studied  the  psychology  of  perceptual  mechan- 
isms will  know,  have  been  a  very  long  way  from 
fulfilling  their  alleged  ambitions.  So  why  do 
people  look  at  art  in  this  way?  After  all,  no  one 
demands  that  music  should  be  related  to  the 
sounds  of  outdoor  traffic,  or  that  writing  should 
be  confined  to  the  devices  of  everyday  speech. 
The  answer  lies  in  the  fact  that  our  fantasies  arc 
visual  -  and  so  it  is  the  visual  area  which  needs  to 
be  most  carefully  protected  in  the  popular  mind 
simply  because  it  is  potentially  the  most  threaten- 
ing of  all. 

This  is  underlined  by  another  scries  of  repeated 
jokes  in  the  exhibition:  life  becomes  art.  The 
figures  looking  at  an  academic  nude  are  drawn 
like  Picasso's;  the  car,  driving  out  of  New  York, 
finds  itself  in  a  Dali  landscape. 

Here  is  the  real  fear:  art  has  abandoned  its 
defences,  and  to  a  degree  explored  the  contents  of 
the  unconscious.  Unless  some  protective  defence 
can  be  replaced  between  art  and  the  world,  the 
cartoonist  and  their  public  dread  that  men  will  be 
exposed  for  what  they  are.  That  is  why  people 
continue  to  ask  in  hope  and  fear  the  otherwise 
irrelevant  question,  'But  what  is  it  meant  to  be?' 
and  why  they  reassure  themselves  with  the  quip, 
'A  child  of  six  could  have  done  it!'  Melly  might 
also  have  pointed  out  in  his  catalogue  that  Freud 
maintained  that  those  things  which  children 
believed  they  could  do  were  the  most  terrifying 
of  all  -  precisely  the  area  most  people  insist  on 
defending  against,  and  the  contemporary  artist  to 
a  greater  or  lesser  extent,  wish  to  investigate,  even 
if  only  unconsciously. 


The  Mortons.  Three  Generations 
of  Textile  Creation 

7  June  -  15  July  1973 
Victoria  and  Albert  Museum, 
South  Kensington,  SW7 
Reviewed  by  Caroline  shaw 

Without  due  reference  to  their  immediate 
origins,  by  the  time  most  objects  acquire  Museum 
status  most  of  their  true  sense  is  lost. 

Fortunately  this  did  not  apply  to  a  recent 
exhibition  of  textiles  dating  from  1870- 1963 
which  could  be  seen  with  all  the  technical,  social 
and  domestic  details  of  their  production. 

The  Morton  family  fortunes  were  founded  in 
the  Darvel  valley  in  Scotland,  an  area  famous  for 
its  hand-woven  lace:  the  exhibition  opens  with 
delightful  but  thoroughly  commercial  late 
Victorian  fabrics,  some  of  the  first  to  be  woven  on 
the  new  machines  brought  by  the  farsightcd 
Alexander  Morton  against  strong  opposition 
from  Nottingham.  By  the  end  of  the  century  the 
company  had  prospered  exceedingly  and  the 
opulent  taste  of  the  times  is  nicely  recorded  in  a 
complex  jacquard  which  combines  a  lavish  silk 
noile  chenille  wroven  in  low  relief  on  a  taffeta 
ground. 


Sales  trips  to  London  brought  Alexander's  son 
James  into  contact  with  the  Arts  &  Crafts 
Movement  and  so  began  a  deeply  productive 
friendship  with  C.  F.  A.  Voysey  which  lasted 
into  the  twenties.  A  section  devoted  to  Voysey's 
work  shows  his  real  brilliance  as  a  designer;  the 
way  he  reduced  pictures  to  bold  shapes  and  free 
flowing  rhythmic  lines.  James's  belief  in  contem- 
porary design  permeated  his  whole  life:  there  is 
an  exquisite  necklace  made  by  Harold  Stabler  for 
his  wife  in  1901  and  silver  and  ceramics  from  his 
friend  Arthur  Lazenby  Liberty's  shop. 

After  the  First  War  James's  endeavours  with 
dye  stuffs  and  printing  laid  the  foundation  for  a 
second  revolution  in  design  which  was  to  be 
completed  by  his  son  Alastair  in  the  nineteen 
fifties.  Also  a  new  figure  emerges,  Charles  Paine, 
whose  singular  talent  produced  some  gay, 
lighthearted  prints  and  much  of  the  company's 
advertising  up  to  1930. 

As  an  artist  in  his  own  right,  Alastair's  approach 
was  to  get  artists  rather  than  designers  to  design 
for  his  company.  He  made  subtle  and  sympathetic 
interpretations  in  cloth  of  paintings  especially 
commissioned  from  Ben  Nicholson,  Barbara 
Hcpworth  and  later  Elizabeth  Frink,  Marino 
Marini,  Vasarelli  and  other  artists.  It  was  the 
artist  in  industry  all  right,  a  subject  for  which 
right  minded  manufacturers  had  a  passion  in  the 
thirties  and  titties:  but  whether  these  fabrics,  for 
all  their  richness  and  distinguished  severe  beauty 
are  as  successful  as  the  best  of  Voysey,  or  have  the 
lightness  and  grace  of  Charles  Paine,  both  of 
whom  worked  with,  rather  than  despite  machine, 
it  is  doubtful. 

Soon  after  Alastair's  death  in  1963  the  firm  was 
taken  over  by  Courtaulds.  It  lost  its  life,  but  its 
soul  is  brilliantly  resurrected  in  Alastair's  brother, 
Jocelyn  Morton's  book  'Three  Generations  in  a 
Family  Textile  Firm'  published  by  Routlcdge 
and  Kegan  Paul  in  1971  and  which  is  the  basis  of 
the  exhibition.  For  the  practical  light  it  throws  on 
the  Arts  and  Crafts  Movement  and  the  later, 
highly  theoretical  debate  which  still  continues  to 
rage  round  the  role  of  the  artist  in  industry, 
indeed  as  an  account  of  the  progress  of  the 
applied  arts  in  the  first  half  of  the  twentieth 
century,  this  book  is  required  and  fascinating 
reading. 


10.  Silk  and  wool  double  cloth  designed  by 
C.  F.  A.  Voysey  for  Alexander  Morton  and 
Company,  1898.  ]'ictoria  and  Albert  Museum. 
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